A survey and evaluation of music education practices and materials in the elementary schools of the Archdiocese of Boston by Keane, Mary Elsabeth, Sister
Boston University
OpenBU http://open.bu.edu
Theses & Dissertations Dissertations and Theses (pre-1964)
1962
A survey and evaluation of music
education practices and materials
in the elementary schools of the
Archdiocese of Boston
https://hdl.handle.net/2144/29162
Boston University
A SURVEY AND EVALUATION OF MUSIC EDUCATION PRACTICES 
AND MATERIALS IN THE ELEMENTARY SCHOOLS OF 
THE ARCHDIOCESE OF BOSTON 
A Thesis 
Presented to 
the Faculty of the School of Fine and Applied Arts 
Boston University 
In Partial Fulfillment 
of the Requirements for the Degree 
Master of Music 
by 
Sister Mary Elsabeth Keane, C.S.J. 
August 1962 
THESIS APPROVAL 
This thesis, written under the supervision of the candidate's 
Advisory Committee, and approved by its members, has been pre-
sented to and accepted by the Graduate Board of the School of Fine 
and Applied Arts of Boston University in partial fulfillment of the 
requirements for the degree of MAsTER OF Music with a major in 
.............. . ~~.W .. ~QA~~mf. ................. . 
Dat.e { Dean 
.. 4.~~ ... 4. ....... ~~ ······ 
/ rlc:: 7.- J?J Department Chairman 
Advisory Committee: 
I ~-~~CJ.a:.A, ... ~~~················· / 1 rp~-~:/tt. ~l//~xl!l&tt 
TABLE OF CONTENTS 
CHAPTER 
I. THE PROBLEM AND DEFINITIONS OF TERMS USED • . . 
The Problem 
Statement of the problem 
Importance of the study 
Definitions of Terms Used 
Catholic elementary school 
Classroom teacher 
Music program . . 
. . . . . . . 
. . . . . . 
. . . . 
. . . . . . 
Limitations of the Study . . . 
PAGE 
1 
1 
1 
2 
3 
3 
3 
4 
4 
Organization of the Remainder of the Thesis . 5 
II. REVIEW OF RELATED INVESTIGATIONS . • . . • • . 6 
The Status of Music Education in 
Massachusetts . • . . . . • 
The Status of Music Education in 
Other States . . . . . 
The Status of Music Education in 
the United States 
Areas Within Music Education 
. . . . . . 
Curriculum Study . . . . . . . . . . . . . . 
Preparation of the Classroom Teacher . . . . 
7 
9 
14 
16 
24 
27 
s tliDlllary . . . . • • • • • • • • • • • • • • • 2 9 
CHAPTER 
III. ELEMENTARY SCHOOL MUSIC PROGRAM . 
Objectives of the Music Program 
The Singing Program . . • • • . • • • . . . . 
The child voice . . . . . 
Individual differences 
Remedial help • . 
. . . . . . . . . 
Singing in unison • 
Selection of songs 
Singing in harmony 
. . . . . . . . 
. . . . 
. . . . . . . 
Singing with accompaniments • • • • 
The Rhythm Program • • • • • • • • • . . . . 
Development of rhythmic feeling • . . . 
Creative rhythmic response . . . . . 
Directed rhythmic response • • • 
Development of rhythmic understanding • 
Development of rhythmic concepts • • . • 
Free rhythm of chant . • • • . • • • 
The Listening Program • . • . . . . . . . 
Current listening media • • • • • • 
Record player . . • • • • • • • • • • • . 
Radio . . . . . . . . . . . . . . . . 
Television . . . . . . . . . . . . . 
Film-strips . . . . . . . 
Live performance . . . . . . . . . . . . 
iv 
PAGE 
31 
31 
38 
39 
41 
43 
45 
46 
50 
53 
54 
55 
57 
59 
62 
63 
64 
65 
67 
67 
69 
69 
70 
71 
CHAPTER 
Fostering active responses 
to listening . . • . . . . . . . 
Singing responses • • . • • • . • • • 
Rhythmic responses • • • • • • . . • • • 
Creative responses • • 
Instrumental responses . . . . . . . . . 
Fostering reflective responses 
to listening • • • . • • . • • • 
Identification of rhythm patterns • • • • 
Distinguishing moods . . . . . . 
Association of the story 
with the music . . . . 
Distinguishing instruments 
Knowledge of composers 
Dances of other lands • • 
Evaluation of the listening 
program • • . • . • . 
• • • . . . 
. . . . . 
. . . 
The Developmental Reading Program . . 
Music reading readiness • . . 
Music reading • • • . . . . . . . 
. . . . . . . . The Creative Program 
Creative singing . . . . . . . . . 
Writing music creatively 
Creative rhythm • • • • • • . . 
. . 
• • 
v 
PAGE 
72 
73 
73 
74 
74 
75 
75 
76 
77 
77 
78 
79 
80 
81 
82 
86 
90 
91 
92 
94 
CHAPTER 
Creative listening 
Summary . . . . . . . . . 
. . . . . . 
. . . 
vi 
PAGE 
95 
IV. TECHNIQUES AND PROCEDURES . . . . . 
96 
100 
100 
101 
101 
102 
104 
105 
105 
106 
Selection of the Schools . . 
Collection of Data . . . . . . . . . . . 
The Questionnaire • • • • . • . • . . . • • 
Refinement of the Questionnaire . • . • . • 
Distribution of the Questionnaire 
Statistics . . . 
Tabulation of data • • . . . . . . . . 
The mode . . . . . . . . . . . . . . . 
Mean index computation • • • • • • • • 107 
Summary . . . • . . • • • . . • . . . . • • . 108 
V. FINDINGS • • • • • • • • . • • • • • • • • • • 109 
VI. 
General Information • • • 
Specific Music Activities 
• • • • • • • • • • 
• • • • • • • • • • 
Equipment, Materials, Festivals, 
Participation and Grading Criteria • • 
StllDIDary • • • • • • • • • • • • • • • . . 
SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS • • • 
. . 
• • 
Findings and Implications • • • 
Recommended Music Activities 
Singing activities • • • • • • 
Rhythmic activities . . . . 
. . . . . 
. . . . . 
. . . . . 
110 
125 
144 
164 
166 
167 
167 
167 
170 
CHAPTER 
Listening activities • • • . . . . . . . 
Music reading readiness and 
music reading activities . . . . . . . 
Creative activities • • • . . . . . . . . 
Existing Practices in Music Education 
Elementary Schools of the 
Archdiocese of Boston • . . . . • • 
vii 
PAGE 
171 
173 
174 
175 
General information • • • • • • • • • • 175 
Specific music activities • • • • • • • 176 
Materials, equipment, festivals 
and grading criteria • • • • • . . . 
Evaluation and Conclusions . . . . . . . 
Recommendations • . . . . . . . . . • • • • • 
BIBLIOGRAPHY 
APPENDIXES 
Appendix A 
. . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . 
Unrefined data • • • • • 
Appendix B • • • • • • • • 
. . . . . . . . . 
. . . . . . . . . 
Geographical and numerical list 
. . . 
• • • 
of schools 
Appendix C 
. . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . 
List of teaching communities participating 
in the survey • • • • • • • • • • • • • • . . . 
179 
180 
187 
189 
198 
199 
200 
226 
227 
230 
231 
CHAPTER 
Appendix D . . . . . . . . . . 
Letters of transmittal . . . 
Appendix E . . . . . . . . . . 
The Questionnaire • • . . . . 
. . . . . . 
. . . . . . 
. . . . • • 
. . . . . . . 
viii 
PAGE 
233 
234 
235 
236 
LIST OF TABLES 
TABLE 
I. Number of Respondents on Each Survey 
II. 
III. 
IV. 
v. 
VI. 
VII. 
VIII. 
IX. 
X. 
XI. 
XII. 
Level . . . . . . . . . . . . . . . . . . . 
Full-time Music Teachers on the 
School Faculty • • • • • • • . . • • • • • 
Classroom Visits of Music Teachers . . . 
Classroom Teachers Who Play Instruments 
Type of Instruments Played • • • • • • 
. . . 
. . . 
Courses Preparatory for Teaching Music . . . 
Teachers Having Access to Piano • 
Attendance at Workshops • • • • 
Areas of the Program Needing Help 
Frequency of Singing Activities . 
Frequency of Rhythmic Activities 
Frequency of Listening Activities 
. . . . . . 
. . . . . . 
. . 
. . . . 
. . . . . . 
. . . . 
XIII. Playing Rhythmic, Harmonic, and 
XIV. 
XV. 
XVI. 
XVII. 
Tonal Instruments • • • . . . . . . • • 
Frequency of Creative Activities • • • • 
Frequency of Music Reading Activities • • 
. . . 
. . 
• • 
Use of Basic Series . • • • • . • • 
Appealing Factors of Basic Series • . . . . . 
PAGE 
110 
112 
113 
115 
116 
118 
121 
122 
124 
126 
130 
133 
137 
140 
142 
145 
148 
X 
TABLE PAGE 
XVIII. Use of Hymn Books in the Grades . . • . • • . 152 
XIX. Use of Chant Books . • . . . . . . . • • • • 153 
XX. Audio-visual Equipment Available . . . . • • 156 
XXI. School Participation in Festivals 
• . . • . . 159 
XXII. Criteria for Grading, Grades I-II . . • . • • 161 
XXIII. Criteria for Grading, Grades III-IV . • . 162 
XXIV. Criteria for Grading, Grades V-VI . . • . • • 164 
XXV. Frequency of Singing Activities, 
Grades I-II . . . . • . • • . • • . . • • . 200 
XXVI. Frequency of Singing Activities, 
Grades III-IV . • • . • . • • • • • • • • • 201 
XXVII. Frequency of Singing Activities, 
Grades V-VI . . . . . . . • . • . . . . . • 202 
XXVIII. Frequency of Rhythmic Activities, 
Grades I-II • • • • • . • . • . • . • . . • 203 
XXIX. Frequency of Rhythmic Activities, 
Grades III-IV • • • • . . . • • • • . . • . 204 
XXX. Frequency of Rhythmic Activities, 
Grades V-VI . • . • • . . . • . • . • • . . 205 
XXXI. Frequency of Listening Activities, 
Grades I-II • • • • . • . . . • • . . . . . 206 
XXXII. Frequency of Listening Activities, 
Grades III-IV . • • • . • • . . . . . . • . 207 
xi 
TABLE PAGE 
XXXIII. Frequency of Listening Activities, 
Grades V-VI . . . . . . . . . . . . 208 
XXXIV. Playing Rhythmic, Harmonic, and 
Tonal Instruments, Grades I-II . • • • . . 209 
XXXV. Playing Rhythmic, Harmonic, and 
Tonal Instruments, Grades III-IV . . • • • 210 
XXXVI. Playing Rhythmic, Harmonic, and 
Tonal Instruments, Grades V-VI . . . • . . 211 
XXXVII. Frequency of Creative Activities, 
Grades I-II . . • . . . . . . . • • • . • . 212 
XXXVIII. Frequency of Creative Activities, 
Grades III-IV • . . . • • . . . . . . . • . 213 
XXXIX. Frequency of Creative Activities, 
Grades V-VI • . • . • . . . • . . • • . • • 214 
XL. Frequency of Music Reading Activities, 
Grades I-II . . • . • • . • • • • . . . . • 215 
XLI. Frequency of Music Reading Activities, 
Grades III-IV . . . • • • . • • • • • . . . 216 
XLII. Frequency of Music Reading Activities, 
Grades V-VI . . . • • . . . . . • . • . . . 217 
XLIII. Use of Basic Series, Grades I-VI • . • • • • 218 
XLIV. Appealing Factors of Basic Series, 
Grades I-VI . . . . . . . . . • • • • • . . 219 
xii 
TABLE PAGE 
XLV. Use of Hymn and Chant Books, 
XLVI. 
XLVII. 
XLVIII. 
XLIX. 
L. 
Grades I-VI • • • • • • • • . . . . . . . . 
Audio-visual Equipment Available, 
Grades I-VI • • • • • • • • • • • . . . . . 
Festival Participation, Grades I-VI • • • • • 
Grading Criteria, Grades I-II • • • • • • • • 
Grading Criteria, Grades III-IV • . . . . . . 
Grading Criteria, Grades V-VI • • . . . . . . 
220 
221 
222 
223 
224 
225 
CHAPTER I 
THE PROBLEM AND DEFINITIONS OF TERMS USED 
Music educators are agreed that constant evaluation 
of current practices upgrades the quality of the music 
program and enriches the music content. During the past 
decade considerable research has been conducted concern-
ing music practices and materials on the elementary school 
level of public school systems. Little parallel research 
has been undertaken concerning similar practices and ma-
terials in the Catholic school systems. 
I. THE PROBLEM 
Statement of the problem. It was the purpose of 
this study (1) to analyze elementary school music objec-
tives and practices specifically recommended by leading 
music educators, (2) to investigate current music educa-
tion practices in the elementary schools of the Archdio-
cese of Boston, and (3) to evaluate these music practices 
in their approximation to the recommendations of authori-
tative writers in music education. 
Importance of the study. Many school systems 
throughout the country have undertaken surveys relative 
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to the status of music education on the elementary school 
level. The resultant music profiles of the studies, 
graphing the many uses of specific music activities, 
equipment, materials, and other relative data, have served 
as points of reference for busy school administrators in 
obtaining an overview of the existing music objectives, 
practices, and materials in the respective school systems. 
In a school system, as large as that administered 
by the Archdiocesan Department of Education, operating 
under the patronage of his Eminence, Richard Cardinal 
Cushing, Archbishop of Boston, and under the immediate di-
rection of the Right Reverent Timothy F. O'Leary, Superin-
tendent of the Department of Education, it is of importance 
to have as ready reference evaluative material concerned 
with the status of elementary music education in the 
Archdiocesan elementary schools. 
In the constant upgrading of curriculum content, 
the school administrator is confronted with the following 
questions relative to the area of music: 
1. Is the existing music program one that fosters 
the musucal growth of the children? 
2. Does the music program, in its specific music 
activities, satisfy the musical need of the children? 
3. Do the specific music areas provide for a rich 
and varied school music program which meets the personal 
needs and individual differences of children at the ele-
mentary school level? 
4. With what degree of frequency do the classroom 
teachers engage in the various music activities provided 
in the music program? 
5. What materials, equipment, and audio-visual 
aids are available to aid the classroom teacher in the 
successful implementation of the music program? 
3 
With these challenges in mind, the present study at-
tempts to present data relative to existing practices and 
materials as found on the elementary school level of the 
Catholic schools of the Archdiocese of Boston. 
II. DEFINITIONS OF TERMS USED 
Catholic elementary school. The term Catholic ele-
mentary school in this study refers to elementary schools, 
grades one through six, under the direction of the Depart-
ment of Education of the Archdiocese of Boston. 
Classroom teacher. The term classroom teacher re-
fers to that teacher who teaches all curriculum subjects 
4 
to a particular group of elementary school children. 
Music program. The term music program refers to 
that area of the elementary school curriculum concerned 
with all musical activities, which include singing, rhyth-
mic activities, listening, playing instruments, reading 
music and creative activities. 
III. LIMITATIONS OF THE STUDY 
To achieve the purposes presented by the problem, 
it was necessary to impose certain limitations on the 
study. These limitations were as follows: 
(1) Only Catholic elementary schools under the di-
rection of the Department of Education of the Boston 
Archdiocese were included in this study. 
(2) Only music activities generally undertaken in 
grades one through six were selected for this study. 
(3) The factors of selection were confined to music 
activities that would be presented in the classroom during 
school time. 
(4) No bands, orchestras, or instrumental classes 
on the elementary school level were considered for survey 
purposes. 
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IV. ORGANIZATION OF THE REMAINDER OF THE STUDY 
The study consists of six chapters. The first 
chapter presents the statement of the problem, the purpose 
of the study, the importance of the problem, definitions 
of terms used, and limitations of the study. Chapter II 
presents a review of related investigations. Chapter III 
presents music education principles and practices as recom-
mended by leading music educators. In Chapter IV the tech-
niques and procedures used in the study are to be found. 
Chapter V includes the findings compiled from the ques-
tionnaire form. Chapter VI presents a swmnary of the 
study with conclusions and recommendations. The Appendixes 
contain unrefined data relative to the survey, a geograph-
ical and numerical listing of the schools included in the 
survey, a listing of the teaching communities participat-
ing in the survey, letters of transmittal, and a copy of 
the questionnaire form. 
CHAPTER II 
REVIEW OF RELATED INVESTIGATIONS 
A review of the literature failed to reveal any 
studies relative to music education practices and materi-
als in Catholic schools of the Archdiocese of Boston. 
There were, however, several status studies of music edu-
cation conducted in Massachusetts. State surveys in 
school music included the following: Maine, New Hampshire, 
Ohio, Illinois, and Arizona. Two studies presented re-
search data on the entire United States. Studies were 
also conducted in the specific areas of the music educa-
tion program, namely singing activities, rhythmic activ-
ities, listening activities, creative activities, with 
one particular study presenting devices for the motivation 
of music reading. Several related studies treated the 
areas of curriculum improvement, curriculum guides, and 
textbook analysis, while still others reported data on 
the qualifications, attitudes, abilities and training of 
classroom teachers in the field of school music. Music 
courses and in-service training were treated in studies 
concerned with the implementation of successful classroom 
programs in music. In the remainder of this chapter, 
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reviews of this research will be presented as (1) the 
status of music education in Massachusetts, (2) the status 
of music education in other states, (3) the status of music 
education in the United States, (4) studies related to spe-
cific areas of the music program, (5) curriculum studies, 
and (6) studies directed to helping the classroom teacher 
implement the music program. 
I. STATUS OF MUSIC EDUCATION IN MASSACHUSETTS 
In 1957, a music survey of grades four, five, and 
six in the elementary schools of Massachusetts was con-
ducted by Cook. (58). Investigations were made regarding 
teacher-preparation, physical equipment, teaching aids, 
and musical activities in the classroom. The findings 
revealed that singing in unison or in two parts was the 
most common activity engaged in. Folk songs made up the 
greater part of the music literature. Rhythm instruments 
were used only infrequently to accompany the songs. Al-
though there was considerable folk and square dancing, 
creative activities were neglected. Movable do was used 
in most of the schools. In grading the pupils the music 
mark depended mostly on effort and attitude. There was a 
definite trend toward the use of television in the music 
program. The majority of the teachers reported that 
rhythm instruments were used in the intermediate grades, 
but they felt that these instruments should be used only 
in the primary grades. The teachers reported a lack of 
books in Music Literature. 
In 1955, Beckett (52) made a survey of the junior 
high schools of Massachusetts for the purpose of finding 
out what was being done for the boys and girls of this 
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age level in the state of Massachusetts. Beckett treated 
such areas as equipment, textbooks, participation in 
festivals, and grading. Beckett found that most communi-
ties had pianos, record players, records, sound projectors, 
films, wires and tapes. Most of the schools used movable 
do. Various texts were used as well as supplementary books. 
It was noted that effort and attitude were the most impor-
tant factors in grading students in music. Letters were 
used in marking students. A definite trend was noted in 
integrating music with the other subjects. 
In 1952, Prescott (77) conducted a survey of the 
schools of Massachusetts based on the music activities 
common to grades one through six. The data were obtained 
by means of a questionnaire which was specifically de-
signed for this study. Of the one hundred fifty communi-
ties chosen by random for survey-participation, seventy-
five returned the questionnaire, constituting a fifty 
9 
per cent return. In the summary and conclusions of the 
study, Prescott pointed out that reading and singing songs 
were the predominant music activities. In general, the 
music teaching aids in use were not sufficient to carry 
out the music program successfully. The majority of the 
schools had the latest books for a basic text, and the use 
of a supplementary text as well. The majority of the 
schools scheduled listening lessons. Although many types 
of rhythmic experiences were engaged in, creative experi-
ences were considerably fewer in number. Instrumental 
study was started in the fourth grade, but only a low per-
centage of the children studied instruments. It was gen-
erally considered that children were spending too little 
time on musical activities, and that the first three 
grades should form the basic orientation for the music 
program. 
II. STATUS OF MUSIC EDUCATION IN OTHER STATES 
In 1959, Grieve (67) made a study of music educa-
tion in selected schools of Maine. Her purpose was to 
determine the music activities recommended for inclusion 
in the elementary school curriculum, as presented by out-
standing music educators, and to evaluate these practices 
in the light of recommended activities. In the 
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methodology, Grieve used the questionnaire technique. The 
initial step involved the study of the writings of out-
standing music educators to determine those activities 
which should comprise a desirable music program for the 
elementary school. The second step involved the listing 
of the specific activities under each of the general ac-
tivity headings. Here again, professional books on music 
education as well as discussions with music educators 
prominent in the field served as guides. 
The questionnaire was sent to eighty-five music 
teachers, selected to represent schools with an enrollment 
of less than a hundred to approximately five hundred. The 
twelve largest school systems in the state were not in-
volved in this study. Because so many schools in Maine 
did not have the services of a music teacher, principals 
in one hundred forty-eight schools were asked for their co-
operation in this study. Three questionnaires were sent to 
each principal with the request that he ask one teacher at 
each of the grade levels, K-2, 3-4, 5-6, to answer the 
questionnaire. 
The rating for frequency for each item contained in 
the questionnaire was tabulated separately for the music 
teachers and for the classroom teachers. Index ratings 
were computed for each item in the questionnaire to 
facilitate a comparison of the music programs in schools 
having a music teacher and those without the services of 
a music teacher. 
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Among the findings, Grieve stated that approximately 
one-half of the classrooms were equipped with pianos, while 
very few schools were equipped with tonal or harmony in-
struments. The majority of the schools owned less than 
fifty records that might be used. The following music 
activities were used frequently in K-4: learning by rote, 
singing without accompaniment, encouragement of individual 
and small singing groups. In grades 5-6, singing with ac-
companiment was the only activity used frequently. While 
in K-2, learning by rote was in use in every music period, 
little rhythmic activity was engaged in. The radio, tele-
vision and live performance were experienced in only iso-
lated cases. No uniformity was noted as regards the 
methods of teaching music reading. Making up music was 
practically non-existent in schools without a music 
teacher, and only rarely experienced in schools with the 
services of a music teacher. Fifty-two per cent of the 
teachers felt that more music workshops were needed. 
Calderwood (54) in a music survey, conducted in the 
schools of Maine in 1949, reported that many Maine schools 
lacked a regular music teacher. Other studies by Griffiths 
(68) and Casaro (57) substantiated these findings. 
In 1954, Herne (71) in his study concerning music 
in the schools of New Hampshire, learned that singing 
activities were most frequent in the elementary grades, 
whereas rhythmic activities received some emphasis in 
grades one, two and three. Less emphasis was given to 
listening activities, while creative activities were en-
gaged in least of all. 
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In Cincinnati, Ohio, in 1936, Cooke (59) conducted 
a survey of public school music education. He reported in 
his recommendations that individual differences should be 
taken care of through a diversified music program. Cooke 
noted that a certain amount of skill training was neces-
sary. Homogeneous grouping could take place to promote 
more secure learning and better teaching. 
Conducting a study and appraisal of music education 
in Illinois in 1953, Wolfgang (49) distributed a question-
naire to every fourth elementary school in Illinois. The 
results were tabulated from a forty-seven per cent return. 
The findings of this survey revealed that the smaller ele-
mentary schools carried on a more limited program than the 
larger schools. 
In 1945, Graham (66) presented an evaluation of 
school music in the public schools of Phoenix, Arizona. 
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Graham's purpose was to gain a better comprehension of 
public school music problems and to study modern and cur-
rent educational philosophies and techniques in their re-
lationship to these problems. The schools were investi-
gated as to the philosophy of the school system, objec-
tives, program content, school organization, teacher 
improvement, equipment and individual differences. In the 
methodology, Graham pursued the following procedures: 
(1) Graham read and studied all available writings re-
cently added to the field, such as the reports of others' 
investigations, books, research bulletins, and magazine 
articles, (2) Graham conducted interviews with outstanding 
music educators, (3) criteria were established and defined 
following an intensive study of books and articles on pub-
lic school music, (4) an extensive study of the Phoenix 
schools was then undertaken, and (5) Graham then applied 
the criteria to the facts. In the conclusions, Graham 
noted that although the schools were well equipped for the 
implementation of a challenging music program, the program 
content itself was weak and made little provision for 
individual differences. 
III. STATUS OF MUSIC EDUCATION IN THE 
UNITED STATES 
14 
Ernst (41), in a study of music education in cities 
of the United States with a population of over 100,000, 
revealed that seventy-three per cent of the cities either 
required or recommended the use of syllables in the teach-
ing of music reading. Indications in the study showed 
that in ninety-four per cent of the cities the classroom 
teacher was involved, either completely or partially, in 
the teaching of music at the primary level, and sixty-four 
per cent at the intermediate level . Ernst recommended 
that both pre-service and in-service training for teachers 
should be improved in the areas of creative music, music 
reading, reading readiness, pitch instruments and their 
use, and correctional work with out-of-tuners. 
In 1955, Freeman (64) presented an evaluation sur-
vey of music education in the United States. It was his 
purpose to investigate quantitatively the status of music 
in the elementary schools, and to consider how it conformed 
to the Outline of Music Program as set forth by the Music 
Educators National Conference of 1950. In the methodology, 
the inquiry form was selected as the best means of secur-
ing data. This inquiry form asked for two general types 
of information. The first group of questions requested 
15 
certain informational facts about the school system as a 
whole. The second set of questions asked for information 
with regard to specific music activities carried on in the 
school. In the first set, the number of students as well 
as full and part-time teachers was requested. In the 
second form, the questions concerned how often the various 
activities took place, and how they were evaluated by the 
respondents in terms of their contributions to the musical 
growth of the children. 
An effort was made to have the size of the sample 
from each stratum correspond to the proportionate size of 
the entire population. In order to obtain representative 
sampling, it was decided that approximately 500 inquiry 
forms would be distributed to music educators in all parts 
of the United States. The names of the cities and towns 
were selected at random. More than three hundred replies 
were received. However, these do not represent accurately 
the true music education situation which exists in every 
school system of the United States. Most of those who 
answered the forms were supervisors or directors of music. 
In reference to validation, an inquiry form of this type 
is valid only to the extent that the data which it reveals 
allow a reasonably accurate prediction of a certain situa-
tion in the entire population. To check reliability, 
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Freeman made visits to thirty of the two hundred eighty-
two communities involved. In his findings, Freeman noted 
that vocal music was the most prevalent activity in the 
schools, followed by instrumental music, music listening, 
rhythmic activities, and creative activities in that 
descending order. Music reading was reported as receiving 
heavy emphasis. Fifty per cent of the music educators 
felt that folk dancing and games were important musical 
activities for grade five. 
IV. AREAS WITHIN MUSIC EDUCATION 
In a survey by Breen (53) it was noted that group 
tests measured the formal techniques and not the important 
aspects of reading and appreciation. It was also reported 
that tests have come to assume a higher place in school 
work than inspiration, guidance, and intellectual and 
spiritual nurture. 
In writing about the pedagogical principles of 
music appreciation, Hare (70) in 1959, had for his purpose 
the investigation of basic factors of music appreciation, 
and how they might be implemented. The study revealed 
that the development of musical taste and appreciation 
were related to musical knowledge. As a result of the 
study, certain psychological facts were presented, namely 
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that: (1) progression from the familiar to the unfamiliar 
was an important procedure for the teacher, (2) awareness 
of students• likes and dislikes guided the teacher to pro-
cede from the pleasurable to the knowledgeable, and (3) the 
sensorial response to music was basic. 
In 1948, Murphy (74) presented a study concerned 
with rhythms and dances on the elementary school level. 
The New Music Horizons Series of basic texts was used. The 
purpose of the study was to evaluate and revise rhythms and 
dances for the primary and elementary grades which would 
better satisfy both the interests and rhythmic abilities 
of the pupils, and at the same time correlate with the 
music curriculum for each grade. Songs were selected for 
their rhythmic and dramatic qualities. The songs were 
learned by the children, and certain basic dance steps 
were presented. The dances were taught to the class, and 
certain note was taken of the children's performance, 
abilities, and interests. The children were called upon 
to make suggestions as to ways of improving the dances. 
They were then rewritten and retaught until the class re-
sponse was favorable. 
Creative music activities for children served as 
the basis of a study by McMahon (73) in 1953. The purpose 
of the study was to examine the areas of creativity in the 
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field of music, in order to provide help for the elemen-
tary teacher. McMahon undertook to delve into music cre-
ativity, providing many types and examples of creativity 
which would in turn stimulate the teacher's creativity so 
that fresh and varied creative experiences would be enjoyed 
in many classrooms. In the findings, it was noted that 
one of the great failures in music was a lack of rhythmic 
activities. 
In a study of creativity in music, Perazzi (76) de-
termined to investigate the sources of information con-
cerning the major factors which contribute to a creative 
attitude in music education. According to Perazzi, the 
school was interested in the activities which were con-
cerned with the individual growth and development of the 
whole child through music. The value of the creative 
music activity depended on the individual development of 
the child participating in the activity. Research in 
creativity has revealed that every human being has the po-
tential capacity to create and to appreciate. Creative 
self-expression leads to the fulfillment of the personal-
ity of the child. There will be some form of creative 
activity that will interest every child. Regarding the 
value of creative activities, it was noted that creative 
activities should be of all types for all children of all 
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levels; that creative activities develop an interest and 
love for music; and that creative activities should be an 
integral part of every approach to school music teaching. 
Some types of creative music experiences mentioned included: 
sensitive and responsive listening to music, active body 
response; creative interpretations; creative program plan-
ning, impersonation and dramatization, enlargement of the 
creative expression of others, instrumentation for rhythm 
band, creation of harmonic background, creative instru-
mental music experiences, rhythm and melody instruments, 
and original compositions. Throughout the study, it was 
evident that Perazzi purported to show that creativity was 
not a subject by itself, but rather permeated all studies. 
In the findings, Perazzi stated that although the teacher 
should have some training in creativity, no set procedures 
draw forth the creative spark. The creative aspect of 
music is not confined to the narrow objective of compos-
ing tunes and melodies, but concerns itself with every 
aspect of the developmental growth in music. 
In 1960, Grillo (69) presented a study whose pur-
pose was to stimulate, develop, and evaluate various moti-
vational methods, using sound and music for stimulating 
the creative writing abilities of third and sixth grade 
children. A set of six lesson plans, one set for grade 
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three and one set for grade six was administered over a 
six week period to forty-seven students. Discussion ques-
tions and devised techniques were used as sensory bridges 
between the listening and the writing. The purpose of the 
series of lessons was to aid the release of inner feelings 
which would result in creative self-expression. 
In a study by Sanford (78) written in 1938), it was 
noted among the findings that the general tendency in 
music education was away from formality, and toward f reer 
and more spontaneous activity. Songs were chosen with the 
child's interest, vocabulary, and vocal abilities in mind. 
Since creative efforts were extremely individualistic, they 
would have to be very gradual. Sanford asserted that the 
growth of appreciation in children was conditioned by the 
evidence of appreciation that they were able to see in 
their teachers. Music education placed great emphasis on 
the social and leisure time values of music . Sanford also 
reported that there was an evident effort on the part of 
music educators to preserve the simplest and most natural 
experiences. 
A very extensive study of music education was un-
dertaken by Gernet (65) in 1936. The findings indicated 
that creative work was a significant weakness of public 
school music. The radio and phonograph were found to be 
helpful and significant media for listening. 
In 1951, Wilcox {80) conducted an informal tryout 
study to consider effective teaching devices with which 
to present music reading to primary pupils. The purpose 
of the study was to develop a series of teaching aids to 
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be used in the primary grades to aid children in learning 
to read music. As a result of intensive investigation and 
study, Wilcox concluded that a music reading program could 
be very profitably developed, if it were skillfully carried 
out and administered in the light of the child's needs. 
The study was aimed essentially at building a program of 
reading readiness. The study developed nineteen master 
lesson plans and considerable supplementary material for 
developing basic skills necessary for note reading. 
Baldwin (50), in 1956, undertook to assemble a col-
lection of suitable materials for music reading in grades 
four, five, and six, when no previous music reading had 
been undertaken. In reference to the textual interest of 
the songs for this age group, Baldwin reported that middle-
graders genuinely preferred stories of adventure, biog-
raphy, children of many lands, and mystery. 
A study by Weaver (47), in 1943, concerned with the 
visual process of reading differently constructed music 
passages, had for its purpose the determination of the 
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ocular behavior involved in sight reading. Fifteen trained 
musicians were the subject of the survey. Three types of 
music were presented: harmonic, melodic, and polyphonic. 
Tabulating the results, the following data were observed: 
the eyes moved unevenly in all reading; apprehension took 
place between the eye jerks; the length of pauses between 
the visual span determined the reader's ability. It was 
noted that the shorter the pause, the greater the ability 
of the reader to quickly comprehend the material. 
The purpose of a study by Van Nuys (46), in 1943, 
was to ascertain the influence of melodic and rhythmic 
features upon certain measurable aspects of ocular and 
manual behavior; also to find out if there was a differ-
ence in the visual span for reading (1) isolated rhythmic 
patterns, (2) isolated melodic patterns, and (3) the ef-
fect when rhythmic and melodic patters were combined. The 
subjects were twelve above-average musicians who either 
read or played music at the piano. Three kinds of reading 
materials were used: (1) one in which only time values 
varied, (2) one in which there was one time value, but dif-
ferent intervals, and (3) a combination of both. The re-
sults showed consistently larger pause durations for read-
ing rhythms than for reading melodies, but a larger related 
rhythmic sequence could be apprehended than a similar related 
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melodic sequence. 
In 1938, Bean (37) proposed in a study concerned 
with music reading to determine how music is read, whether 
by single notes or by patterns; if one does read by pat-
terns, what is the nature and composition of these pat-
terns? Seventy-four students representing professionals, 
students, and amateurs took the test. Music cards were 
shown to the subjects by means of a tachiscope. Subjects 
had to differentiate the patterns. Harmonic, melodic and 
polyphonic music was utilized. Among the results deduced 
from the experiment were the following: (1) the ability 
to grasp a music pattern was essential to rapid and ac-
curate .music reading, (2) pattern readers were more effi-
cient, (3) the larger pattern grasped, the faster the 
maximum speed of accurate reading, and (4) the tachiscope 
could be instrumental in improving reading. 
In the findings, in a study of music textbooks, 
Dominy (60), in 1958, stated that current recommendations 
for education seemed to indicate that the practice of 
using one textbook series for music was not the best prac-
tice, to carry out the stated aims and purposes of modern 
education. The major purpose of the music series, accord-
ing to Dominy's study, was to develop skill in reading 
vocal music in regular form; major tonality and common 
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meter. The material in the series was usually folk mater-
ial. 
V. CURRICULUM STUDY 
In 1956, Campbell (55) in a doctoral dissertation, 
discussed at length the qualities that combine to form a 
worthwhile music curriculum, namely: sequential experience, 
integration and correlation, a formulation of common aims, 
and a broad field of resources. 
In a doctoral study, Kiely (72) in 1956, reported 
that the place of music in the elementary school curricu-
lum had changed from the status of a special subject to 
that of an integral factor in the total development of 
every child. 
An analysis of twenty-four curriculum guides in 
elementary school music education was undertaken by 
Dossett (61) in 1946. The findings revealed that three 
means for developing readiness for music reading were the 
following: (1) song experiences, (2) rhythmic experiences, 
and (3) playing an instrument. In the opinion of more 
than twenty-five per cent of the guides, music reading 
depended upon a reading readiness program developed dur-
ing the first year of school. The study of notation should 
not be introduced until enough experience in music has 
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been had by the learner to give a background of understand-
ing. 
In a study concerned with the musical enrichment of 
gifted sixth graders, Carney (56) proposed to develop a 
series of enrichment activities in the v~ious areas of the 
music program as a resource for the busy teacher. The 
quality of each activity was to be both enriching and edu-
cational . The gifted child was believed to be one of 
superior ability or talent, who, with training and instruc-
tion, would be likely to make some outstanding musical con-
tribution to society or to the world. After a careful 
consideration of research material, Carney reported that 
the best means of discovering giftedness was by a combina-
tion of the following factors: intelligence tests, par-
ents• judgments, teachers• judgments, an analysis of the 
child's physical, emotional, and mental characteristics, 
and school marks. 
Carney's studies in giftedness brought to light the 
fact that some supplementary or purposeful education should 
be provided for gifted children. However, these activities 
were not to replace the curriculum, but rather to provide 
experiences of greater variety. Whereas a series of ac-
tivities were important to the intellectually gifted child 
in any area, music could be an area f i lled with pleasurable 
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activities and interests. Gifted children should have 
more of a background of music expression if their physical 
and listening development were to keep up with their ac-
tive minds. In the findings, Carney reported that enrich-
ment could be developed in the following areas: listen-
ing, singing, rhythmic activities, and creative activities. 
The opportunities offered the gifted child in the area of 
creative music alone were manifold. Such activities would 
include the construction of musical instruments, writing 
original music, as well as intensive reading and research 
in music. 
VI. PREPARATION OF THE CLASSROOM TEACHER 
Wright (81) in 1954, basing a survey on curriculum 
trends and music practices in Weymouth, Massachusetts, 
found an absence of stimulating workshops for the in-
service training of the classroom teachers. Wright sug-
gested that an improvement be made in the general en-
vironmental atmosphere of the classroom so that it might 
be more appealing musically. 
Barbour (51) reported in 1953 that the six teacher 
training schools of Maine, which have a state-approved 
curriculum for the training of elementary school teachers, 
included two courses in their pre-service program prepara-
tion. 
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Evans (62) in a doctoral study, completed in 1956, 
studied the factors which affected the attitude of the 
elementary school classroom teacher toward teaching music. 
The data was obtained by the response to a questionnaire 
sent to three hundred seventy-one teachers of the public 
schools of New York. Among the findings, it was noted 
that those teachers with greater musical experience had 
more favorable attitudes toward teaching music. Evans 
also noted that the greatest number of affective favorable 
or unfavorable musical experiences occurred at the age 
level, eight to nine. 
In 1952, Napoli (75) completed a study which under-
took to ascertain whether elementary classroom teachers 
possessed basic skills for carrying on a successful music 
program. In the recommendations, it was suggested that a 
variety of in-service training opportunities be presented 
to classroom teachers over a period of years. 
Providing teachers with a handbook in music educa-
tion, Schoonmaker (79) in 1952 undertook to assist the 
regular classroom teacher to become an adequate and effec-
tive instructor of the music program. In the methodology, 
Schoonmaker used the questionnaire technique, polling 
ninety nationally prominent music educators, representing 
thirty-one states. Fifty-seven questionnaire forms were 
returned. Information derived from the questionnaire was 
tabulated. According to Schoonmaker's study, the three 
requirements the classroom teacher needs to carry on a 
successful classroom program in music were: experience, 
ability, and training. 
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In the development of evaluative criteria, Fellman 
{63) in 1953, stated that the purpose of the study was to 
develop a set of criteria to evaluate the area of music 
in the elementary school. The criteria consisted of spe-
cific statements indicating desirable content, experi-
ences, procedures, teaching methods, and outcomes for the 
area of music on the elementary school level. As a re-
sult of the study, a series of checklist items and 
evaluations were developed. The subject area criteria 
were divided into five sections: (1) the statement of 
guiding principles, (2) a content area, (3) a method area, 
(4) an equipment and materials area, and (5) an outcome 
area. Seminar members worked in each area. When each 
seminar member had completed work in his specific area, 
checklist items and evaluations were drawn up and sub-
mitted to a jury of experts in music education. The mem-
bers were selected with the help of two Boston University 
professors. 
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VII. S~Y 
The first section of this chapter was concerned 
with the status of music in the schools of Massachusetts. 
Three surveys, one of the lower grades, one of junior 
high, and the third, a survey of elementary school grades, 
one through six, comprised the research of the first sec-
tion. Surveys concerned with music education in other 
states were reported in section two. The states indi-
cated in this section were: Maine, New Hampshire, Ohio, 
Illinois, and Arizona. Two comprehensive studies of the 
United States were presented in section three. Section 
four treated the specific areas of the music education 
program on the elementary school level. Studies concerned 
with singing activities, rhythmic activities, listening 
activities, creative activities, reading readiness, music 
reading, and a consideration of textbooks were reviewed 
in this section. In section five, a consideration was 
taken of the place of music in the curriculum of the ele-
mentary school, and of the position of music in its rela-
tionship to the entire elementary school program. Special 
consideration was given to elementary school music curricu-
lum with its over-all responsibility for providing music 
resources and activities for students over a wide range 
age-level. Guides were reviewed, and curriculum content 
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studied in the light of current educational thought. A 
subject of much concern to investigators was the discov-
ery of means for reaching all the students in a classroom, 
and encouraging them to work up to their potential. A 
study in giftedness in children of the sixth grade level 
was also included. In the concluding sixth section of 
the chapter, the qualifications, attitudes, abilities, 
and training of the classroom teacher in her relation to 
the implementation of a successful music program in the 
elementary school classroom were clearly delineated. 
Courses in music education embodied in pre-service and 
in-service training were considered. The final study in-
cluded in this section constituted a review of evaluative 
criteria for passing judgment on the various factors in 
the elementary school program that contributed to the 
developmental growth of the child for whose benefit the 
music curriculum exists. 
CHAPTER III 
ELEMENTARY SCHOOL MUSIC PROGRAM 
The Child's Bill of Rights was promulgated in 1950 
by the Music Educators National Conference. It stated 
unequivocally that the child has the right: 
To develop his capacities in the field of music. 
• • • to experience music with other people. • • • 
to make music •••• to grow in appreciation •••• 
to have his unusual talents explored and developed. 
• • • and to such teaching as will sensitize, re-
fine, elevate and enlarge not only his appreciation 
of music, but also his whole affective nature. • •• 
(20:299). 
According to a leading music educator: 
The fundamental basis upon which we believe the 
music program should operate is briefly this: that 
music is the natural heritage of evers child, regard-
less of his talent for it, and that t e school's 
business is to offer opportunities for every child 
to participate in many phases of music •••• At the 
elementary school level, however, our greatest empha-
sis should lie in developing within each classroom as 
many phases of musical activities as we can, and of 
helping such groups through the cooperation of the 
classroom teacher, students, and music counsellors, 
to bring these activities to such a state of develop-
ment that both students and teachers will derive 
great pleasure and satisfaction from these activi-
ties. (27: 3) • 
I. OBJECTIVES OF THE MUSIC PROGRAM 
In planning a challenging music curriculum, music 
objectives, developed from a study of the Child's Bill of 
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Rights, should be so formulated as to focus attention on 
the culmination of a sequential series of meaningful ac-
tivities, directed to the child's level of musical attain-
ment, and inspired with the purpose of awakening new 
musical horizons. These activities should be so varied 
in content as to provide for the musical needs of all 
elementary children. According to Myers: 
Each child • • • is a social being as well as an 
emotional bein~, a physical being, a creative being, 
a spiritual be~ng, an intellectual being. There is 
some area of music that fits and appeals to each of 
these beings. (25:9). 
As Nye and Nye state, "Music experiences for children 
should be so planned that immediate success is possible." 
(26:257). Our greatest concern should not be in the 
perfecting of the activity, but rather in noting the re-
action of the experience upon the child and his nature, 
upon what is happening to the child in the performing of 
the activity. As a result, each child will have experi-
enced joyful and successful musical activities which are 
not only satisfying, but fulfilling. 
Broad objectives for the music program were offered 
by Mursell, as: 
Rich experiences of musical enjoyment. • •• suc-
cussful achievements •••• disciplinary experiences. 
• • • social developments. • • • and a widening of 
children's social horizons. (23:37-65). 
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Another music educator of note believed that the music 
program should: 
Develop positive and favorable attitudes about 
music; develop confidence; develop knowledge and 
familiarity with a wide range of music; feel at home 
with music; develop standards of judgments about 
music; develop a variety of ways of responding to 
music; develop understanding of and feeling of power 
of music; develop various musical means through which 
he can significantly express his feelings; understand 
how music is used in different ways; to communicate 
feelings; to produce music through many mediums: his 
voice, his body, by instruments. (6:256-257). 
A satisfactory elementary school music program, according 
to Andrews and Cockerville, would include: 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
Singing many songs, not only during the music 
period, but at other times during the day. 
Using classroom rhythm, melody and harmony in-
struments for song accompaniments, rhythmic 
interpretations, and dramatizations, creating 
melodies and dances, and exploring tonal and 
rhythmic relationships. 
Copious use of live performance material and 
recording material for both quiet and active 
listening. 
Classroom programs. 
Experience in translating a musical action into 
notation and musical scores. 
Music used in association with other areas of 
experience. 
Opportunity to learn about bands and orchestras, 
orchestral instruments, and to play these instru-
ments in ensembles. (1:113). 
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Elementary school music objectives, in the words of Morgan 
were: 
1. 
2. 
3. 
4. 
5. 
To help the child secure his correct singing 
voice; develop rhythmic response to music through 
free bodily movements; develop an interest in 
instrumental music; develop genuine love for and 
appreciation of good music. 
To increase the desire to participate in musical 
activities. 
To lead children to self-expression through music. 
To develop musical skills and understanding. 
To find talent and provide for its development. 
(20:4). 
The Boston Archdiocesan Course of Study in Music 
states that: 
The principal aim of Catholic Education is to 
assist the child physically, mentally, spiritually, 
socially, culturally so that he may live in this 
world in such a manner as will enable him to attain 
everlasting happiness in the next world. (3:6). 
In the words of an outstanding Catholic music educator: 
Catholic philosophy which admits the reality and 
primacy of the spiritual man, holds to a hierarchy 
in the faculties of man with the intellect and will 
guiding the lower levels of operation. • • . Music 
is the result of the intellect's urge to embody in 
concrete form something in which the intelligence 
takes delight. This is to en~ender beauty •••• 
A further philosophical princ~ple which urges us to 
include music in our curriculum is the fact of man's 
individuality and his right to self-development and 
to self-expression. (34:300). 
In accordance with this philosophy of education, the 
Catholic school has proposed additional objectives. As 
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a result of the music program, the child should: 
1. 
2. 
3. 
4. 
5. 
Understand that the Mass and the chants are forms 
of prayer. 
Learn how man may give praise to God through vari-
ous forms of musical experience. 
Know the part played by the Church in the develop-
ment of music. 
Grow in appreciation of Gregorian Chant as the 
official music of the Church. 
Be able to take part in the worship of God through 
active participation in the Liturgy. (9:92). 
In summarizing all the objectives mentioned, it is 
evident that the music activities which provide most ade-
quately for these rights and objectives are singing activ-
ities, rhythmic activities, listening activities, creative 
activities, music reading and instrumental work. Constant 
association with these activities causes them to become 
unified, and they, in turn, provide most satisfying experi-
ences for the elementary school children. Well-planned 
curriculum content of this nature, as McMillan states will 
provide that: 
Children will have a chance to work and play and 
grow to~ether in music • • • with the knowledge that 
in shar~ng all musical activities with the group, 
his (the child's) turn will come for his favorite 
and most satisfying activity. (18:7). 
In the words of the United States Commissioner of Educa-
tion, "Music is without question one of the greatest uni-
fying forces among peoples and among nations." (40:19). 
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As Landeck further remarks: 
Enjoying music and making it a part of the pat-
tern of living will enrich all other aspects of life. 
With a musical background which has given the child 
scope or imaginative thinking and feeling, he will 
be better equipped to adapt himself to an ever-
changing world . (17:22). 
In all of this activity, the classroom teacher holds 
the key position. As Perham says, "Her active enthusiasm 
or lack of it • wi 11 be conveyed to the children." 
(27:37) . Her attitude must be focused properly on a cor-
rect perspective of the music program. In the words of a 
well-known music educator, "Music has values in its own 
right, and it is the teacher's obligation to present and 
make clear these values to the pupils." (28:131). Her 
motivation in stimulating enthusiasm for music will be 
contagious . The psychological climate which the teacher 
creates in the classroom can be a far more important fac-
tor in the quality of the learning process than material 
equipment. In reviewing the role of the classroom teacher 
in implementing a successful music program, Sheehy relates 
that: 
It is skill in understanding children, however, 
and not skill in music techniques that will bring 
the greatest rewards in fostering a child's love for 
music. The kind of environment that we provide in 
• • • school is the most important single factor in 
determining children's attitude toward music, and 
the kind of attitude children have toward music is 
of tremendous importance in their learning. (30:iv). 
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The teaching of music must be carefully planned so 
that a balanced program of musical activities is pre-
sented. Classroom teachers who lack confidence in their 
ability to teach music, will find both encouragement and 
enjoyment in projecting a rich, varied program in areas 
which interest them particularly. In other areas, they 
participate with the children and learn new activities 
with the class. In this regard, Myers affirms: 
A rich, varied program--one that gives opportunity 
for experimentation and investigation--will result in 
lasting knowledge and far-reaching interests. (25:8). 
In reviewing the objectives of the elementary 
school music program, it must be noted that regardless of 
the talent or lack of it, every child has the right to 
experience his natural heritage, music, and that the 
school has the obligation of offering the child oppor-
tunities of participating in the music program on vari-
ous levels of activity. It is of importance that the 
music programs carried on in elementary school classrooms 
provide rich and varied activities in music for the child-
ren. In the words of Martino: 
We believe, furthermore, that music exerts great 
influence by sharpening the intellect, for its in-
trinsic, cultural, and mental values are high. We 
have in music education a motivating agent that 
serves as a potent socializing force in drawing 
people together. Music, as the language of the 
emotions, has a unifying effect. Music is not only 
the quest for the sensation of the beautiful, but it 
is also one of the loftiest means of searching for 
truth, beauty, and quality. These form the key 
stones upon which rest the art and science of music 
education. (14:306). 
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In participating in a number and variety of musical activ-
ities, the child's musical horizons are expanded, his 
self-expression is given an outlet, and his increased 
understanding, appreciation, and love of music are de-
veloped in so many ways that he, in turn, becomes a better 
person. 
II. THE SINGING PROORAM 
The most important phase of the school music pro-
gram is that of singing. In summarizing the frequency of 
various activities in the school music program throughout 
the United States, Freeman revealed that ttvocal music is 
the most prevalent activity in the schools." (64:162). 
The reason that singing was considered to be so important 
in the curriculum was that many broadening musical experi-
ences were derived from it. In the words of Myers: 
Singing offers an excellent means of self-
expression, for giving emotional release, for identi-
fying itself with persons, places, things, ideas. 
(25:27). 
Not only is singing an integral part of the child's daily 
life, but it also provides a means of spiritual and 
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emotional expression, in a language universal to all 
peoples. Within every child, there is an innate desire 
for self-expression, and if this desire is happily exper-
ienced, inner joy and satisfaction result. 
Aside from its aesthetic value, singing is a social 
art that makes the activity more pleasurable. The oppor-
tunity of singing with others is a highly desirable class-
room activity which contributes definitely to the child's 
growth. The joy and fun experienced in group singing 
challenge measurement by any educational yardstick. As 
each child makes his unique contribution to the group, he 
develops a sense of sharing and of belonging which are 
very essential to the wholesome development of growing 
children . As one music educator expressed it: 
There can be little doubt that singing opens the 
door of music for the young child more quickly and 
more completely than any other experience we can of-
fer him . (18:29). 
The Child Voice 
According to a team of nationally known music edu-
cators, "Singing is dependent upon physical and mental 
factors, combined with attitudes and experience." (5:140). 
No where is this truer than in reference to children be-
ginning school for the first time. The voice qualities 
of these very young school children are characterized as 
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light, clear and floating. Through the elementary school 
grades, these qualities develop a maturity brought about 
by experiencing a number of varied and meaningful singing 
activities . The range of the voices, usually from the 
first to the fifth line of the treble staff do not, for 
the most part, differ until the time when the boys voices 
change. As children advance in age and grade, Grant be-
lieves that their voices acquire a fuller, less immature 
quality, yet still retain most of the characteristic 
childish sound . Their voices also increase in power, but 
never do they acquire the ability to sing genuinely loud. 
(8:128). 
The control of the singing voice is recognized as 
a developmental activity. The child's desire to sing is 
the most important single factor influencing the control 
of the voice. The development of healthy attitudes to-
ward both singing and the singing voice are requisite for 
quality tone production. Good singing is definitely de-
pendent on the vitality and depth of the child's response 
to the message in the song. Pleasing tone quality, good 
enunciation, buoyancy, lilt, joyous freedom, imagination, 
and interpretation should be outcomes of expressive sing-
ing. As Norton remarks, "The attainment of pleasurable 
and correct voice quality in children's singing is 
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psychological rather than physical." (14:32). In all this, 
the classroom teacher is the one responsible for setting 
the pattern for the tone quality of the class. Beautiful 
tone quality concepts arise in the mind of the teacher who, 
in turn, communicates this quality to her class. Whenever 
the teacher notes tonal beauty, she should call the atten-
tion of the class to the beautiful quality of tone. In so 
doing, she will develop independent aural observation of 
good quality which the class will wish to develop within 
itself. Speaking of tonal beauty, Norton says: 
Tone quality is improved when • • • the mood is 
established. The beautr of singing is increased in 
proportion to the child s understanding and appreci-
ation of the thought of the song. (14:33). 
As Pierce concludes: 
Lovely singing means that breath and dynamics are 
controlled, the phrasing is artistic, quality is 
pleasing, enunciation distinct, pronunciation cor-
rect, and intonation accurate. (28:41). 
Individual differences. Throughout the educative 
process, individual differences continue to assert them-
selves. In the classroom, there are wide deviations of 
singing ability. The experienced teacher is well aware 
that these deviations constitute a normal situation in 
any heterogeneous group. The problem confronting the 
teacher is one of classification of deviations for the 
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purpose of helping the uncertain singers to find and con-
trol their voices. 
One of the types found in these classifications was 
that of the child whose background is responsible for his 
vocal confusion and inexperience. If his classroom is 
tension-free and the atmosphere one of understanding and 
encouragement, the desire to express himself vocally may 
be awakened within the child. Confident of help from his 
teacher and sympathy from his classmates, he will strive 
bravely to overcome timidity and sing. A second type con-
stitutes the group whose lack of singing ability is con-
ditioned by their physical immaturity among their peers. 
These children will gradually find themselves under the 
patient direction of an interested teacher. Little songs 
reflecting phases of happy home and school environment 
will " cultivate the soil" for a renewed singing development. 
A third type of "hesitant singer" might be classified as an 
indifferent singer, who shows a lack of interest in class-
room proceedings either due to an underprivileged back-
ground or perhaps from too-stimulated song-resources. In 
every heterogeneous group, exceptional children appear who 
are far ahead of the rest of the class mentally and emo-
tionally and whose interest in the music program wanes 
from time to time. Classroom teachers should challenge 
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this gifted group by offering them opportunities of pre-
paring extra assignments, such as research readings in 
music or specialized music listening. Along with this 
cross-section of unusually bright children, the teacher 
is confronted with an emotionally insecure group. Their 
antagonistic attitude arises most probably from the fact 
that their background has bred seeds of jealousy, timid-
ity and fearfulness . Encouragement, patience, and under-
standing may win the confidence of this group to the 
point where they will let themselves be helped by the 
teacher . As Mursell states, '~at these people need is 
not the application of some clever instructional trick, 
but encouragement and incitement." (23:216). 
Remedial help. An experienced teacher writes, 
"Before beginning the remedial process, the teacher dis-
covers the child's temperament." (28:47). And again, the 
same author states: 
A basic principle in dealing with poor singers 
is that they should not be isolated from the class, 
and that there should be no stigma because of their 
disability . (28:46) . 
Another music educator commented, " If his singing voice is 
to be encouraged, he should be exposed to many songs that 
are easy for him." (31:68). Again, it is encouragement 
that will help the child most of all. Plenty of easy 
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appealing songs, games, matching tones, all in a spirit of 
fun and enjoyment, in a relaxed friendly atmosphere, will 
readily help the child to a good measure of vocal success. 
According to Brooks and Brown, "These non-singers may need 
more time in the experience of singing before they find 
their voice placement." (4:167). In the words of Sheehy, 
"Nothing is quite so frustrating to anyone, young or old, 
as to be constantly confronted with experiences in which 
they cannot achieve conscious success." (31:69). 
Helping the child would be easy if we did not have 
to be constantly concerned about the psychological effect 
on the child. Actually, a child's singing depends more 
on his attitude, that is his will to sing, than upon vocal 
production. To arouse this will to sing, two conditions 
are needed: {1) there must be songs that in themselves 
invite singing because of the appeal of the words and the 
music, and (2) there must be situations that invite sing-
ing. Let the teacher show that the child's effort is 
pleasing and acceptable. The teacher may let uncertain 
singers play rhythmic and tonal instruments while the class 
sings the song. This is an important part of their music. 
They are playing a song accompaniment. In reference to 
older students who lack pitch discrimination, it is better 
to work with them apart from the class so as not to embar-
rass them before their classmates. The child is more 
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important to reach than his voice. In reference to the 
physical aspect, very rarely does a child have a physical 
handicap such as that of loss of hearing or a throat dif-
ficulty that would be significant enough to impede progress 
in singing. 
Singing In Unison 
One of the most valuable experiences of the singing 
program is unison singing. As Myers expresses it: 
When the concept of group singing is established, 
each child will understand that the tonal line to 
which he must adhere is an exact line and one that 
he must follow to the best of his ability. The rules 
of the game demand that each person abandon his own 
ideas for the moment and conform exactly to a pattern 
that has been set. (25:10). 
The social experience and sharing embodied in unison 
singing invest the child with the very important sense of 
belonging to the group. This type of singing is ideal for 
the child's early school years. Pitt's remarks on the 
role of singing apply so aptly to songs sung in unison: 
The role of singing • . • deserves special con-
sideration, for in the nature of things, singing and 
songs are central in an organized program of • • • 
music in the elementary school. Wherever a child is, 
his voice is there, too, and wherever there is music, 
the spirit of song is in some degree present. Song-
melody is both intimately personal and intensely 
social, comin~ as it does from the heart and speaking 
to the heart ~n a language which requires no transla-
tion. (29: 39). 
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When children are happy, it is very natural for them 
to express themselves in song. Music is a means of close 
communication that is very close to the lives and inter-
ests of children. In speaking of unison singing, one 
music educator said, ·~e should never fail in our responsi-
bility to give our students a rich store of familiar unison 
sings." (7:150). As it is by means of group singing that 
children learn the many songs that they will remember all 
their lives, Myers states, "Group singing is an excellent 
means by which children may pool their individual efforts 
to arrive at a designated goal . " (25:10). The culminating 
point of personalized expression joined in a social way 
with the group, finds utterance in the words of McMillan 
when she says, '~e are learning to be the kind of people, 
in order that they may experience music." (18:59). 
Selection of songs. The selection of classroom 
songs should challenge the teacher's ingenuity to provide 
songs that will reach all the children. In fostering the 
child's love for music, the teacher's understanding of 
the child's nature, needs and interests will prove far 
more advantageous than her technical background. In the 
primary grades, any number of small songs with vivid, 
and rhyming words about home, school and play will 
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interest the little child. His family, schoolmates and 
toys are important issues in his young life. The more 
vivid the words that describe these areas of the child's 
world, the more appeal will the song have for the child. 
In as much as every song will not have the same appeal for 
every child, it is necessary for the teacher to teach a 
wide selection of songs so that all the children, at some 
time or other, will find satisfaction and success in sing-
ing. Echo songs, make-believe songs, action songs, patri-
otic songs, game songs, play songs, dance songs, community 
songs, holy songs, work songs and humorous songs all have 
a place in the singing repertoire of the elementary child. 
As the music program develops through the elementary 
school, the teacher ascertains the fact that the selection 
of songs does not merely provide enjoyment, but also con-
tributes to musical learning. As Brooks and Brown state: 
It must be understood that son~s should be 
selected for the students • • • W1th the purpose of 
providing an enrichment of the child's social life 
and should embody cultural values worthy to be ex-
pressed. (4:162). 
Mursell believes that by "choosing interesting and appeal-
ing songs, and organizing good singing situations" that 
children will benefit abundantly." (23:216). 
In selecting a song for elementary school children, 
Myers suggests: 
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If the song is of the proper range and difficulty; 
if it remains in the memory after a little study; if 
the rhythm is smooth and flowing, interesting and 
vital; if it is the proper length; if the text is 
proper and worthy; if the words are easily sung; if 
the words and music agree; if other children like to 
sing the song; if the song has permanent value; if 
it qualifies as good music; and if you, the teacher, 
enjoy hearing it again and again, it is a good song. 
(25:39). 
Songs with rhythmic appeal provide outlets for the 
physical activity that characterizes childhood. In sing-
ing these songs, an opportunity is given to the child to 
give expression individually or in a group to the meaning 
of the song, game or dance. There are many songs that 
lend themselves to physical response, such as motion songs, 
pantomines and dramatizations . 
The melodic appeal of songs should range within the 
child's vocal range containing intervals easy of execution. 
The melody should be one that is not hard to remember and 
comes back easily to the memory. Folk songs of many lands 
meet these requirements. In speaking of folk songs, 
Landeck states: 
The cultured backgrounds, habits and emotions of 
all the peoples in the world are mirrored in their 
folk songs . These songs originated in the hearts of 
the people ••. • They have survived because they 
were loved and shared. (17:15) . 
Although this music is the heritage of many generations of 
many peoples, none the less, the spontaneity of its melodic 
freshness preserves a sparkling vitality that appeals to 
all ages. Children love songs with melodious skips and 
repetitious sections such as folk songs and songs that 
create a perfect mood for the words. As Squire remarks: 
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The type of music which a child will have experi-
enced by the end of his elementary school years will 
include songs of our land, songs of patriotism, songs 
about other lands and other peoples, songs related 
to the child's own experiences in the home and com-
munity in which he lives, songs of the sea, songs of 
the various trades such as shoemaking and carpentry, 
virile songs about nature. (32:50). 
A type of unison singing peculiar to the Catholic 
school tradition is the singing of the chant. Gregorian 
Chant, the official music of the Catholic Church, is to 
be sung at liturgical functions according to ecclesias-
tical directives. Gregorian Chant is the music considered 
most fitting for the liturgical service of the Church be-
cause of the disciplined restraine of the more or less 
scale-wise melodic line, savoring not of the things of 
earth, but soaring heavenwards, expressing the liturgical 
texts in the most reverential manner. 
In order to instill a knowledge and love of chant 
early in life, the Catholic school introduces simple rote 
chants in the first few grades. As in school music there 
is a need for an understanding and feeling for rhythm and 
notation, so, too, in chant, the technical elements are 
introduced grade by grade. The purpose of teaching chant 
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is not only to fulfill the directives of ecclesiastical 
authority, but to help the children develop an intelli-
gent knowledge and love of the Divine Service, so that 
they may participate more perfectly in the liturgical wor-
ship of God. 
Singing ~ Harmony 
The current musical trend of initiating harmonizing 
in the early grades is a major advance in the area of 
harmonic readiness. In the words of a music education 
professor: 
The important thing is that at first children have 
a chance to hear harmony without having the responsi-
bility of having to make it themselves. (18:37). 
This harmony may be introduced by the piano or by some 
other instrument. There is a compensating thrill for 
children who steadily sustain their harmonic part. As 
Flagg says: 
The contribution of the descant and round to music 
expression is unquestioned • • • the independent 
strength necessary to maintain one part against the 
other probably makes for somewhat earlier skill in 
harmonic realization. • • . Growth depends not on 
the direct teaching of harmonic patterns, but upon 
rich, varied and repeated experiences with harmonic 
relationships on increasingly complex levels, always 
in a genuine musical situation. {7:146-147). 
Citing a comment from two outstanding school music edu-
cators: 
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The singing of rounds and canons is believed by some 
to be preparation for part-singing . • • if they (child-
ren) are taught in a manner that leads the singer to 
hear how the other part joins theirs, then the experi-
ence can be justifiably called a form of part-singing. (26:185). 
These authors also suggest the use of dialogue song which 
is "a song in which the children divide into two groups, 
taking turns at singing parts of the song." (26:184-185). 
Adding harmonic endings is a simple and effective 
way to develop a feeling for parts. This may be initiated 
in the early grades. In this activity, the teacher adds a 
part or parts to the final notes of the song. This adding 
of part or parts to songs that have a simple, harmonic 
structure, can become an activity increasingly meaningful 
to the child. Thus in approaching part music in this way, 
the teacher sets the classroom atmosphere for future indi-
vidual creative expression. 
Still another approach to harmonic singing is being 
used. The singing of chord roots, according to a leading 
team of writers, "is one of the easiest parts to add to a 
song because of the harmonic strength of this part which 
is the foundation tone of the chord." (26:191). In se-
lecting songs for this purpose, care must be taken to 
choose those that are best harmonized with the tonic, sub-
dominant, and dominant chords. After the children have 
learned the song, the chord roots may be added. The 
words may be added in harmony, singing the words rhyth-
mically on the chord tone. 
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When the students engage in the experience of making-
up harmonies to familiar songs, they are smoothing the har-
monic road ahead. Flagg emphasized the fact that: 
When children have developed a feeling for harmony 
through varied experiences, the first two-part song 
to which attention is consciously directed will meet 
with an adventurous response . (7:145). 
As Myers has commented,'~armonizing is a skill re-
sulting from a feeling of relationship between tones." 
(25:48). With patience, aural development will success-
fully result in an ability and facility to harmonize. 
McMillan assures the teacher: "The children will be quick 
to recognize that singing in harmony is an achievement." 
(18:195) . 
In any harmony-readiness program, the child must 
be always conscious of the fact that singing a part means 
singing into the music, not against it. As Andrews and 
Cockerville assert: 
Just as we can think without speaking aloud, so 
children develop the ability to listen and hear the 
sound of music without singing aloud; they then ex-
tend this skill by singing one part while listening 
to the other part, literally fitting together the 
sound of the two parts . This calls for the find 
coordination of actually hearing two parts and sing-
ing one .•. and the children can do it well, ex-
cept of course when they lack the background of 
musical experiences that make it possible for them 
to sing in harmony with sufficient ease and facility 
to enjoy the music they are making; or when the 
teacher drills so long first on one part and then on 
the other that they seem two separate musical enti-
ties instead of one whole. (1:66). 
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Repeated and varied harmony-readiness experiences 
clear the way for a rich and satisfying harmonic program 
involving part-singing. It must be understood that this 
growth depends on the richness and variety of musical ex-
periences not upon drill on harmonic patterns. 
Singing With Accompaniments 
Once a class has learned a song, then is the time 
for the teacher to provide a rich, colorful, appropriate 
setting for the song. The piano is an ideal instrument 
for accompanying most songs, provided that one is avail-
able and that the teacher possesses the necessary skill to 
perform with moderate artistry. According to Myers' point 
of view: "A piano accompaniment should heighten the ef-
fect of the words and melody." (25:37). The too, McMillan 
states that "well-accompanied music encourages beautiful 
voice quality." (18:44). The piano is an excellent instru-
ment for creating the atmosphere of the song. Other excel-
lent accompanying instruments are the violin, the flute, 
and the clarinet. These instruments are quite effective 
when played by members of the class or by students from 
other classrooms. Although the young accompanist may not 
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be technically perfect, nevertheless, a vivid joy of shar-
ing pervades the performance. In such instances, children 
are wont to sing for the sheer joy of singing. The auto-
harp is a fine instrument for chording, and in the words 
of one educator: "It is economical in price, easy to com-
mand, affords a wealth of musical experience and background 
to the children's singing." (18:49) . 
III. THE RHYTHMIC PROGRAM 
One of the most significant and challenging areas of 
the music education program in operation on the elementary 
school level is the rhythmic program. In a recent publica-
tion, Ellison writes, "Music activities have many physical 
contributions to make to the growth and development of 
children." (6:7). Rhythm is a natural part of the make-up 
of the universe. The very beating of hearts, the regular 
breathing of lungs, the rhythmic variations of day and 
night, the seasons, the tides, are all reminders of the 
very atmosphere in which life exists. As movement and ac-
tivity typify the normal life of children, it is quite 
understandable that their very movements reflect their 
thoughts, feelings and desires. As children develop muscu-
lar coordination with the discovery of muscular rhythmic 
control, they can be made increasingly aware of the exhil-
irating satisfaction of synchronizing their movements with 
music. "Rhythm," according to Mursell, "gives life, 
sparkle, reality, expressiveness to the performance of 
music." (23:254). 
Development of Rhythmic Feeling 
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From his earliest singing experiences, the child is 
led to express physically by bodily movements the meaning 
or action of the song. Many times this is achieved by 
listening or by a stimulation of the creative imagination 
which resides most actively in little children. As Landeck 
expresses it, "Boys and girls are particularly receptive 
to music with marked, interesting rhythms, especially 
dance rhythms." (17:99). In an article in the Music 
Educators Journal, Redner states: 
The first feeling of rhythmic response grows out 
of the singing activities, when movements are added 
to a song, and the class is encouraged to create 
movements to fit the rhythm of the song. (45:24). 
According to Squire: 
Children in the lower grades may be given mainly 
to keeping time to the music which they hear or which 
they sing. Such keeping time may consist of marching, 
dancing, clapping hands or playing an instrument. 
(32:60). 
Children enjoy rhythmic activities, and can be benefited 
not only physically, but emotionally and socially. In 
speaking of younger children, Myers warns: 
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Since the muscular control of little children is 
poor, they need to be guided into activities that 
will develop their big muscles. A musical accompani-
ment releases inhibitions and makes learning to skip 
easier. (25:11). 
The motivation of the basic rhythmic responses such 
as walking, marching, running, hopping, and jumping is 
most important. The teacher may ask several pupils how 
they walked to school that morning. Some children will 
respond by walking at a normal gait; others by walking very 
slowly; while still another group will walk hurriedly. The 
teacher will ask the members of each group to show their 
manner of walking by response to appropriate music. Gradu-
ally, through repeated experiences, the concepts of fast 
and slow as applied to walking will be grasped by the child-
ren. 
The humanizing, intangible, personal element that 
charges the spark of pupil response from the imagination 
of the child is a lodestone in the pupil-teacher relation-
ship. Although presented in an appealing way to win the 
child's interest, these activities are purposeful and edu-
cational in their import. While the children are engaging 
in intriguing rhythmic activities, they are unconsciously 
building a "listening vocabulary . " As one writer ex-
pressed it, "Children long remember the music they enjoyed 
in connection with rhythmic movement. " (18:68). 
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Creative rhythmic response. Children are creative 
people; they love to pretend and play parts; they like to 
express with their bodies what they see and feel. Thus 
creative rhythm needs, as Andrews and Cockerville point 
out, "a receptive environment, time, space, and teacher 
guidance, congenial atmosphere with freedom and spontaneity." 
(1:32). Enthusiasm and happiness are prime factors in mo-
tivating creative rhythmic response. 
In order to express rhythms correctly and satisfy-
ingly, the child must absorb a vast amount of music. By 
listening to all types and kinds of music, the child will 
be exposed to a universal view of music. As his imagina-
tion is called upon at times to give physical vent to 
certain rhythms, his music storehouse of memory, holding 
within its spacious depths a copious wealth of music listen-
ing experiences, will supply the rhythmic illustration. 
Just as listening time provides rich, rhythmic resources 
for the child, so, too, the time devoted to rhythm is also 
in turn listening time. 
A richly rewarding area of creative rhythmic re-
sponse is that of rhythmic accompaniments. Very often, 
children express excellent suggestions for accompanying a 
song. Fortunately, rhythm instruments present few prob-
lems in actual execution, and constitute an excellent 
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means of accompaniment. The area of rhythmic accompani-
ment provides a musical haven for boys and girls who may 
lack a pitch sense, but who possess a very definite rhyth-
mic sense. Successful accompaniments in this area of 
musical activity will do much to compensate for inabili-
ties in the melodic area. Once again in the music pro-
gram, the child is focal as the center of importance. As 
the program exists for his needs and interests, so too, 
it must make allowance and compensation for his deficien-
cies. 
Music educators are in general accord that rhythmic 
instruments offer fine opportunities for training, and 
that these instruments are definite factors in the rhyth-
mic development of children. One writer says, "Those 
children who do not respond appropriately to strongly 
rhythmic music need as much help as those who cannot match 
tones or carry a tune." (13:viii). One instrument in par-
ticular that has a definite appeal to the child's rhythmic 
sense is the drum. The playing of this instrument pro-
vides complete rhythmic satisfaction to many children be-
cause of its decidedly strong beat, and the ease with 
which it may be played for the purpose of accompaniment. 
Directed rhythmic response. The action song is 
one in which the children act out freely the words of the 
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song. This physical and rhythmic response is accompanied 
by a certain amount of fun and enjoyment. This particular 
type of song enables a large group to participate, thereby 
creating not only a group activity, but also a sense of 
responsibility and sharing. Usually the larger muscles 
are involved in an action song, and this is very impor-
tant. As Hood stated, "Children must learn to feel rhythm 
through their large muscles, if they are to sense the 
beauty of music." (13:xi). 
Another teaching device for developing fine rhyth-
mic movements is the singing game. The singing game is a 
game sung by the group and played by using a set pattern 
of movements. A variety of verses and interpretations 
add to the enjoyment as well as to the challenging experi-
ences of creative responses evoked by the different parti-
cipants. This form of rhythmic response, though directed 
either by the teacher, a leader, or by the words of the 
text, affords a lack of restraint upon these children who 
would normally mind singing alone or in a small group. 
The sense of sharing play with others, as well as contribu-
ting their part without being conspicuous, appeals very 
much to the nature of children who either mind formal 
singing, or who have difficulty, probably due to diffi-
dence, in singing well and happily on other occasions. 
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Folk dances form another type of directed response. 
By their very nature, they absorb the child's attention 
that he is aware only of following a given pattern, and 
is not unduly concerned with his contribution to the dance. 
Sometimes these folk dances tell a story. In some folk 
dances, the participants sing the song as they dance. As 
one writer has said: 
In trying to fit a folk dance step to the corres-
ponding measure of music, or in carrying out a bit 
of rhythmic play in a given space, the child cannot 
concentrate on anything except getting the thing 
done. There is no time to think of self. (25:12). 
The lure of rhythmic instruments, no matter how 
primitive, is very great for little children. The ease of 
playing such instruments, along with the fact that the 
child is able to respond physically like a grown person 
on an instrument, engenders a feeling of real worth in 
the undertaking. Through an association with instruments, 
there is no question but that a child grows musically and 
rhythmically. On commenting on this subject, Mursell says, 
"The value of rhythm instruments is that they tend to 
point up and shape our rhythmic response. (23:273). 
Perham has some very definite feelings about the in-
clusion of rhythm instruments in the school music program: 
Psychologically, we feel that we are sound in in-
cluding in our music work, especially in the lower 
grades, a great deal of rhythms, and the playing of 
instruments such as autoharp, xylophone, chimes, 
shepherds pipes and tonette •••• Our reason 
. • • is that these two forms of expression tend 
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to give children an immediate musical satisfaction, 
and both require physical response from the whole 
child, the moving, thinking, feeling child, than 
any other phase of music. • . • Playing simple 
instruments should have a place in the elementary 
school program for two psychologically sound rea-
sons: first, the immediate satisfaction which the 
child experiences gives him the feeling that "music 
is fun," and isn't hard; you don't have to take 
lessons in order to take part in music. This tends 
to build up the favorable attitude that music is a 
natural thing, that it comes from the inside out and 
is primarily an acquired skill. Second, simple 
instruments have proven to be a very logical and 
psychological approach to the learning of the more 
physically difficult orchestral instruments. Edu-
cationally, the child's experience with these simple 
instruments is very valuable, because from the stand-
point of growth in music they form a very worthwhile 
basis for more challenging experiences to come. 
(27:21-22). 
In this regard, Landeck has this to say: 
The educational functions of rhythms are many: the 
building and disciplining of the body ; the stimulation 
of creativity; the co-ordination of mind, body and 
emotion; the correction of simple flaws of posture or 
locomotion; the fuller understanding of music through 
keen listening and physical correlation; the opportun-
ity of identification with the physical environment 
around the child; and the development of responsibil-
ity for learning to work in harmony with others. 
(17:16). 
Once again, the inter-relation of musical activ-
ities play an important part in the child's musical 
growth. The more vital, interesting and appealing the 
experiences the child participated in, the greater con-
tribution he will make to the group. As one outstanding 
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music educator has commented, "The more children's ears 
hear and their minds understand, the more they have to com-
municate with their rhythmic instruments." (18:93). 
After a group has had some classroom experience with 
various rhythmic instruments, it is customary to form the 
children into a group called a rhythm band. The rhythm 
band is, primarily a teaching technique for instilling a 
sense of rhythmic understanding into the child. They may 
on occasion play for their classmates, parents, friends 
or others. However, it must be evident, that a rhythm 
band in a school does not exist for merely entertainment 
purposes. According to Ellison, "The rhythm orchestra 
offers high potential value for the development of musical 
feeling." (6:130). Another renowned music educator as-
serts: 
The rhythm orchestra is one of the most enjoyable 
activities, and has real educational value ..•. 
The aim of the rhythm band is to develop the child's 
feeling for the rhythmic swing of the music and 
their ability to make a muscular response to it. 
(13:150). 
Development of Rhythmic Understanding 
Music educators once believed that an intellectual 
approach to rhythm patterns was the correct approach. 
They soon learned that an understanding of the mathemat-
ical concept involved, failed to reveal the true 
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interpretation of the emotional and physical impact of the 
rhythm. An understanding of the feeling of the rhythm 
through physical response meant more to the child than a 
comprehension of the mathematics of rhythm. 
Development of rhythmic concepts. The objectives, 
considered as desirable concepts, arising from a meaning-
ful rhythmic program in the elementary school are listed 
by one writer as follows: 
(1) 
(2) 
(3) 
(4) 
(5) 
the relation of fast and slow; 
the relation of loud and soft to fast and slow; 
the relation of high and low; 
the relation of tempo and 
the feeling of the relation of the above con-
cepts in bodily movement. (16:48). 
As the child matures musically from grade to grade in the 
elementary school, he desires to experience in a concrete 
way, the visual representations of his physical responses. 
Having a rhythm vocabulary at his command, based on many 
experiences with rhythmic responses, the child is now 
well prepared to comprehend the relationship between the 
notational symbol and the physical response. As Pierce 
points out: 
Previous to studying notation, children should have 
a rich acquaintance with music through singing, listen-
ing, rhythmic activities, and instrumental exploration 
and playing. Their eyes should be attuned to musical 
sounds and their voices musically responsive. (28:89). 
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The same author also states: 
Children can understand and interpret wht they see 
in notation only as the result of their musical ex-
periences. When their background is limited, they 
have no basis for reading ••• (28:89). 
When the need for an understanding of rhythmic 
symbols arises, either from the desire to express a rhyth-
mic response visually, or to preserve for future use a 
rhythmic idea concretely, or a desire to see how rhythms 
are written in printed music, the child is in a state of 
readiness to understand rhythms as printed in a basic 
book. He is well prepared for the next sequential step 
in the reading of music symbols. Hood comments on this: 
Composers first feel and create rhythms, and then 
determine the appropriate symbols for recording them. 
In similar manner, experience with various rhythms 
should precede the presentation of the symbols 
(notes, rests, measures, bars, signatures, etc.) 
used to record rhythm patterns. To expect children 
to read notations they have not experienced and do 
not feel is neither psychologically nor pedagogically 
sound. (13:vii). 
Then, too, it is noted that children with a wide rhythmic 
background find it almost impossible to read rhythmic pat-
terns without feeling a rhythmic response of some sort. 
Free rhythm of chant. In the earliest grades of 
the Catholic elementary school, the child is introduced 
to many simple chants which are sung daily. In time, the 
child becomes aware of the free rhythm of chant, and 
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becomes conscious that it differs from the rhythm of his 
other songs. By the time the student has reached the 
fourth grade, he is anxious to see the visual representa-
tions of the chant rhythms he has been singing. The readi-
ness program through the first three grades has prepared 
the child for chant symbols--the neumes. Having a previ-
ous knowledge and feeling of free rhythm, the child's in-
terest is now absorbed in the process of uniting eye, ear 
and understanding. 
IV. THE LISTENING PROGRAM 
One of the most significant phases of the elementary 
school music program is that of listening. According to 
Mursell, "Memorable listening experiences are one of the 
chief influences for making musical growth." (23:301). 
The importance of this musical activity is stressed by 
Hartshorn when he contends that "listening is an indis-
pensable factor in every aspect of musical growth." (43: 
261). Listening, then, is basic to all the music activ-
ities of the elementary school program, and is regarded 
as an agency for music motivation, music exploration, 
discriminating aural standards for motivating performance, 
for musical creativity as well as serving within each of 
these areas as a source of general enjoyment. Then too, 
66 
of all the areas of music studied on the elementary level, 
that of the listening area has the greatest carry-over 
into adult life. (33:286). 
As the child is not a born listener, he must be 
guided so that he will develop a power to understand and 
enjoy what he hears. More than ever before, boys and 
girls entering school evidence a diversity of "sound 
backgrounds." Some children come from homes where listen-
ing to music is an accepted practice. Other children hear 
little or no good music . In guiding the children in lis-
tening, the teacher should plan the lessons so that each 
child participates in a definite musical experience. 
Children's growth in appreciation of good music is a gradu-
al process built on the steps of amny musical experiences. 
The choice of music to be used in listening depends 
on the child's individual needs and interests as well as 
his grade and age level. As Nye and Nye suggest: 
Children in the primary grades enjoy listening to 
recordings that possess some of the following charac-
teristics: (1) there can be active physical response 
to the music; (2) the mood is distinct; (3) the 
melodies heard are son~like; (4) the tone quality is 
beautiful; (5) the mus~c tells a story; (6) the 
aspects of the music relate to the experiences and 
interests of the children; and (7) the selection is 
short (because the attention span of these children 
is brief). Children in the intermediate grades can 
be somewhat more analytical in their response to 
listening, however, the above criteria are also ap-
plicable. (26:123). 
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Current Listening Media 
As the purpose of the listening program is to widen 
the children's listening horizons through enjoying the 
best of many types of music, thereby enriching their lives 
musically, the teacher has the obligation to be selective 
and discriminating in her selection of listening media in 
order that a meaningful activity will be implemented. As 
Mursell states, "Many kinds of tone-producing media 
should be available . . . " (24: 154) • 
Record player. Among the commonest media utilized 
in the listening program in the elementary schools may be 
included the record player, the radio, the television and 
the film-strip. The first of these, the record player, 
apparently universal in use, has led the way for the in-
clusion of the other audio-visual devices. The distinct 
advantage of the record player rests on is availability 
for performance purposes. The use of this valuable teach-
ing aid is dependent on two important factors in the edu-
cative process: the pupil and the teacher. As Whaley 
remarks, "The use and effectiveness of recordings are 
dependent upon the pupil's needs and the ingenuity of the 
teacher." (48:32). Preparatory as well as follow-up ses-
sions should be planned for every listening lesson. In 
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order that the student may express himself adequately in 
reference to his listening and the recording, Nye and Nye 
suggest that the teacher: 
Place a list of key words on the blackboard before 
the selection is played, so that the children will 
have at their command a vocabulary with which to dis-
cuss the music heard. (26:26). 
Most of the book series contain lists of recordings, basic 
to the listening program. Many schools have libraries for 
this purpose. 
An outgrowth of school exposure to beautiful music 
played on record players results in the child's personal 
desire to own his own record player and select records 
of his own choice for personal enrichment. In speaking 
of this, Landeck says, "The child's library of records 
should add enrichment to his life by stimulating thinking 
and feeling." (17:87) . Another music educator, in discus-
sing the permanent values of good listening remarks: 
With recordings you can literally "live with music" 
of quality and lasting beauty . The more you hear it, 
the more you will find that your mind is singing along 
with it, anticipating parts that are to come, and re-
taining it long after the recording has been put 
away. (18: 163) • 
One unique advantage that the record player has 
over other types of audio-educational media is that a par-
ticular record may be played over for review purposes and 
1 for further enjoyment. 
: 
69 
The radio. Another audio-teaching device that has 
proven to be helpful in acquainting elementary school boys 
and girls with good music is the radio. This educational 
tool has contributed many excellent listening programs for 
young people. At times, some of these programs are 
scheduled during school hours . Very often, a prominent 
music educator or conductor will explain each number on 
the program, providing background knowledge of the com-
poser's life and works. Before student participation in 
these programs, the teacher, having a prior knowledge of 
program content, should prepare the class so that the 
listening activity would become a more fruitful experi-
ence. As Nye and Nye suggest: 
Radio can play an important part in the school 
music program. When these programs are used, prepar-
atory and follow-up lessons are of the greatest im-
portance. (26:127). 
Television. A third music education device most 
effective in school music is the television. This newly 
discovered channelled device serves its double purpose as 
an audio-visual aid. The increased enjoyment in the 
ability to see the orchestra in actual performance be-
fore the eye at the same time that the music is being 
played and heard by the ear, is doubly effective as two 
senses are in operation simultaneously. The coordination 
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of sight and hearing enhance the understanding and enjoy-
ment of music. As in all listening experiences, the 
teacher is the key figure in promoting challenging and 
successful activity. As Jones remarks, "There is an in-
creasing opportunity for music educators to utilize the 
distinct advantages of television as a means of teaching 
music." (14:420). 
Film-strip. The film with its accompanying music 
track is a fourth device that may be effectively employed 
in the implementation of a worthwhile listening experience. 
Needless to say, the teacher will always pre-view all 
film-strips before presenting them to the class. Speak-
ing of the values inherent in this type of visual-aid, 
Pierce states: 
Still pictures have long been used to add interest 
and realism in music instruction and mare recently, 
film-strips and sound motion pictures have been intro-
duced as teaching aids. These materials possess both 
entertainment and educational values, and properly 
selected and utilized, they can enrich lessons and 
further learning. They are not, however, a substitute 
for competent teaching, and should not be included to 
amuse children and fill in time. (28:193). 
Music education films treat of such topics as music 
of the masters, great orchestras, the instruments of the 
orchestra, the lives of the composers, the dances of many 
countries, folk and square dances, choral groups, great 
artists, and studies in rhythm. In discussing the choice 
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of films, Dykema and Cundiff say: 
Films must forward some aspect of the school pro-
gram by presenting in an interesting form, material 
that is authentic, important and impressive. They 
should replace, supplement, and reinforce material 
presented in other forms, and occasionally, they 
should present something which cannot be obtained in 
any other form. While there are times when films 
serve as rest and relaxation while still conveying 
some important message, they should usually stimulate 
active thought and animated discussion. (5:491). 
In an analytic overview of the effectiveness of 
visual-aids in the school music program, one writer has 
expressed the following: 
The selective character of experience contained in 
the aid, if dictated by worthy educational purposes, 
will tend to bri~hten as well as broaden experience. 
Again, the organ4zation given this selected experi-
ence, particularly in the sound films and the slide 
films with record, can develop the quality of musical 
experience and learning even beyond the usual musical 
contact. . . • These aids form the magic carpet by 
which a youngster can be completely removed from the 
four walls of the classroom. As libraries of record-
ings, films, film-strips, slides, and radio transcrip-
tions expand, and as teachers become better able to 
exploit their potentialities, there will be few, if 
any, elements of musical contact inaccessible to stu-
dents. The opera, the music hall, the folk singer, 
the major artist, the choicest symphony, the name 
band, the cathedral choir,--each will be a close 
personal experience to every boy and girl. (14:106). 
Live performance. Of all the music listening ex-
periences in the child's life, none equals the live per-
formance, or actual contact with the orchestra or artist. 
As Nye and Nye express it, "Bring into the classroom live 
performance, or actual contact with the orchestra or 
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artist. As Nye and Nye express it, "Bring into the class-
room live performers from school and community. Let the 
young children touch and feel the instruments used, for it 
is through physical contact that they gain comprehension. " 
(26:126). To be actually present while great music is be-
ing performed, will be an experience that will remain with 
the child through his life: the mystery of the magic-filled 
air; the atmosphere sur-charged with music dynamism. Teach-
ers should urge children to avail themselves of opportun-
ities of attending concerts of great music. 
Fostering Active Responses to Listening 
No one really knows how a child listens to music. 
Listening to the same piece of music affects each child in 
a different way. To one, the music may appeal to his melo-
dic sense, to another, to his rhythmic sense, and to a 
third, to his creative sense . As Pierce remarks on this 
subject: 
One child may be charmed primarily by the beauty of 
tone, another may be moved by the rhythm, still an-
other may be stirred ima~inatively, while yet another 
may be interested in mus1cal form . (28:110). 
A child listening to music in an elementary school class-
room, if moved deeply enough by what he hears, will make 
some individualistic response to it. 
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Singing response. The child's response may lie in 
the area of singing. As Hartshorn states: 
The thing that distinguished music from anything 
else in the world is tone. • • • We must therefore 
help our pupils develop a concept of beautiful tone. 
• • • This concept is developed by listening. His 
idea of tone must always precede his capacity to 
realize it. (43:32). 
The child may hum with the record, sing the words to the 
melodic accompaniment, match his tones, or add a descant 
or harmonic part to it. 
Many outstanding choirs throughout this country and 
Europe have recorded chants for use in schools. These 
recordings are most helpful as listeining devices in ab-
sorbing the spirit and rhythm of the chant. Some of the 
points noteworthy in these listening sessions are atten-
tion to the free rhythm of the chant, the undulations, and 
the delicacy of dynamic controls so characteristic of 
chant. Children grasp a greater feeling for the chant, a 
better understanding of the singing technique required to 
render it religiously, and a greater understanding of the 
place of chant in the liturgical worship of God. 
Rhythmic response. Rhythmic responses to listen-
ing may be clapping the time, tapping the pulse, beating 
the time, indicating the phrase line, showing the turn of 
the melody, and indicating by hand motions volume, and 
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intensity. Besides performing these rhythmic responses 
with his hands and arms, the child may move about provid-
ing there is room, and respond with his whole body, using 
arms and legs as well . 
Creative response. Creative responses to listen-
ing might result from active listening. Such expressions 
of his interpretation of the music in the form of dance, 
painting, drawing, modelling, or even writ ing a poem on 
music would be evidences of creative responses. 
Instrumental response . Instrumental expression of 
active listening might be through the medium of melody 
instruments, in which the child would follow the melody 
line, or make up harmony for it, or even add harmonic 
effects. Using rhythmic instruments, the child might ac-
centuate the strong pulses of the music or add rhythmic 
effects to the accompaniment. Nye and Nye urge teachers: 
Allow children to respond to music physically 
when listening as long as a response is of the type 
that does not interfere with the listening of others. 
Remember that it is normal to want to move to music. 
(26:128). 
The important fact for the teacher to note is that the 
child has been affected by the music to the extent that he 
wishes to express its meaning to him in his own individu-
alistic way. 
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Fostering Reflective Response to Listening 
Just as active listening expresses itself in physi-
cal responses, so reflective listening finds expression in 
intellectual and emotional responses. As Myers writes: 
The intellectual and emotional enjoyments that 
result from music and maki ng music are many and com-
plex. Some of these are: (1) the feeling of secur-
ity engendered by hearing familiar compositions; 
(2) the emotional release that comes with performance; 
(3) the recognition of the accuracy with which a pic-
ture is painted, and idea portrayed, or a story told; (4) the emotional appeal of certain melodies; (5) an 
awareness of the techniques necessary for the satis-
factory interpretation of a composition; (6) a reali-
zation of the effective use of instruments; (7) a 
comprehension of the perfection of form. We wish to 
guide all children in these experiences that will 
lead to the understanding and enjoyment of the art 
of music . (25:15-16). 
Identification of rhythm patterns. In listening to 
music, children are charmed by the variety of rhythms 
which they hear. Through reflective listening, their minds 
are allerted to the exciting rhythmic pulse running through 
the melodic line. By means of active listening response, 
they express these rhythms individually, either by clap-
ping, or by some other means of self-expression. Many 
stimulating listening sessions help the children to iden-
tify certain rhythms, especially those f ound in the many 
dance forms, and to build an extensive rhythmic vocabulary 
which they may use in their singing and music reading . In 
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speaking of the values of a good listening program, 
Hartshorn expressed the view that "listening is essential 
to the identification of meter and tempo." (33:279). An-
other educator revealed that "there can be no rhythmic 
program without listening." (18:129). 
Distinguishing moods. A variety of listening situ-
ations will invariably include music of contrasting moods. 
The teacher should direct the child's attention to reflect 
on the mood of the music. Many experiences in detecting 
happy and sad expressions of music will be rewarding. As 
Mursell writes: 
With young children, listening can and should amount 
essentially to the discovery and appreciation of the 
general spirit or artistic meaning of a piece of music. 
(23:58). 
In reference to discovering the mood of a composition, 
Nye and Nye remark: 
On the primary level, it is the teacher's task to 
draw from the children such information as would answer 
the questions: "Does the music sould lively, like 
walking, running, marching, skipping, goblins, Indians, 
fairies? Does the music sound happy, sad, quiet? 
Could it be a lullaby: On the elementary level, more 
specific questions would be asked, as "Is this a dance 
(or waltz, gavotte, polka, minuet, mazurka, march)? 
What instrument played the melody? Do you think this 
was a folk song or an art song? What do you think the 
function of this music could be? Has this music a 
distinctive style? What does the music tell you about 
the spirit and the culture of these people, or of their 
nation? What do you know about its composer? What did 
you notice about this form of music?" (26:124). 
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Association of the story with the music. One ap-
proach to reflective listening activities is through pro-
gram music. This music is linked thematically and rhyth-
mically with some story of universal appeal. At first, 
the child's interest is captured by the exciting events 
of the story. Gradually, through repeated hearings, the 
child begins to connect certain musical motives with 
either particular characters, or particular situations. 
Through association, the bond grows until the child can 
identify characters and episodes by their melodic and 
rhythmic counterparts. Experiences of this type are 
usually enjoyable and successful because as Sheehy says, 
'~e respond to certain musical selections because of the 
associations connected with them." (30:210). 
Distinguishing instruments. To satisfy the inter-
est of boys and girls in the various instruments of the 
orchestra, the educational divisions of many recording 
companies have issued instrument recordings for school 
use. A commentator introduces the instrument by first 
explaining its construction, by giving a brief history of 
the instrument, by explaining its present use, by playing 
its several registers, by playing it in combination with 
other instruments for tonal effects, and by playing it 
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in a composition suited particularly for that instrument. 
In an article, Bodengraven comments that "the ma-
jority of children will join the ranks of listeners rather 
than performers." (38:29). It is important to prepare 
children now for the listening roles many of them will 
continue all their lives. In this respect, instrument 
records are invaluable in supplying a basic foundation in 
instrumental knowledge that will add immeasurably to their 
appreciation of music as audience-participators. 
Knowledge of composers. The lives of composers are 
reflected in their musical works. For a more complete 
understanding of the works of the great masters of musical 
composition, it is enriching to learn about the composers 
as persons, who they were, how they lived, what they liked, 
how they came to write music. The answers to all these 
questions help the child to understand the meaning of the 
composer's contribution to the art of music. The lives 
of outstanding composers have been recorded by many of 
the leading record companies, and an abundance of interest-
ing material is presented as well as many musical excerpts, 
typical of the composers. 
Young children are idealists and hero worshipers. 
Contact with the lives of great composers is ennobling. 
Listening to the music of these great musicians builds a 
growth in music appreciation. As Dykema and Cundiff 
state: 
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Composers emerge as almost human beings after their 
music has been described as bright, cheerful, kindly, 
humorous, noble, strong, sympathetic, dreamy, vigorous 
or the like . (5:166). 
Dances of other lands . Throughout the elementary 
school music program, there is an inter-relation of the 
music areas. For purposes of appreci ation and participa-
tion the educational divisions of recording companies 
have prepared recordings of the dances of many nations . 
These characteristic dances with their nationally unique 
rhythmic forms, give the children a very representative 
experience in rhythmic listening . This type of listening 
will extend itself to ac tive physical response when the 
children learn the steps of the dances, and develop a feel-
ing for the individual rhythms of each type of dance. 
Repeated hearings of these records will enhance recognition 
of rhythmic forms . Later, other dances, melodically dif-
ferent, will be nationally recognized through a recogni-
tion of their particular rhythm . In writing about listen-
ing to folk music, Mursell remarks: 
Children should always be aware that in every piece 
of music, something is being said, something is being 
conveyed by some person . • • or by some group of 
people, about the life they live, its values, and the 
ways of feeling it arouses • .• (23:67) . 
Evaluation of the Listening Program 
According to a nationally known music educator, 
"Constant evaluation and appraisal in terms of student 
development and responsiveness must always be made." 
(39:24). 
Two authors of outstanding merit have listed a 
number of evidences of success in projecting listening 
programs in the schools. The following comprises their 
evaluative criteria of the listening program: 
1. The child enjoys listening to music that has 
meaning to him. 
2 . His attitude, questions, and comments reveal 
that he has listened actively. 
3. He listens in out-of-school situations as re-
vealed by his remarks about radio, television, 
and other musical programs. 
4. He brings favorite recordings from home to share 
with the class . 
80 
5 . He can hear the recurrence of melodies and rhythms 
in music . 
6 . He recognizes various moods in the music. 
7. He identifies musical instruments. 
8 . He recognizes musical compositions frequently 
heard. 
9. He recognizes the names of composers and knows 
something about them. 
10. He looks for pictures and stories related to music 
and composers. (26:129) . 
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V. THE DEVELOPMENTAL MUSIC READING PROGRAM 
The singing of songs on the elementary school level 
may be approached in two different ways: the singing of 
songs by rote or imitation and the singing of songs as the 
result of deciphering the notational symbols found in the 
music reader, that is, singing the syllables and later the 
words of the songs. 
The first approach to singing, that of rote singing, 
is of vital importance in providing the child with a rich 
background of musical experiences. The teaching of rote 
songs, in the words of one music educator is Ha means of 
acquainting children with a wide vocabulary of varied 
songs that they would be unable to acquire at their level 
in any other way." (18:32- 33). In discussing this point 
further, the same educator adds: 
The teacher may either sing the entire song several 
times, having the class repeat it after her, or else 
by the so-called "whole-part-whole11 method in which 
the group at first sings along with the repeated or 
easier sections and finally joins the entire song. 
(18:32-33. 
These songs are presented in a relaxed and informal 
manner, enabling the child to enjoy many beautiful songs 
that will continue to be a source of happiness for him. 
When the classroom teacher is musically enthusiastic, Nye 
and Nye affirm that "it is on the basis of pleasurable 
experiences that learnings emerge most readily and suc-
cessfully." (26:256). 
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The use of the record player or the piano may be 
used by the teacher who experiences difficulty in singing. 
Regardless of the approach or media used in imitative 
singing, it is only singing that is characterized by ac-
curacy, sincerity and musical expressiveness that will 
really matter to the child. Imitative singing should be 
continued through the upper elementary school grades. 
Music Reading Readiness 
Modern music educators are agreed that before 
children undertake independent music reading, a period of 
readiness is advocated. Music reading readiness is a 
period of preparing the ear, the eye, and the understand-
ing to take an independent part in the actual reading of 
music. Children, according to Pierce: 
Understand and interpret what they see in nota-
tion as a result of their musical experiences. When 
their background is limited, they have no basis for 
reading. • • . Previous to studying notation, child-
ren should have a rich acquaintance with music 
through singing, listening, rhythmic activities, and 
instrumental exploration and playing. • . . They 
should be able to distinguish between high and low, 
loud and soft tones, and fast and slow music. (28:89). 
There are other non-musical factors upon which note-
reading depends. The child should be able to hold a book 
properly, scan the printed score with eye control, and 
have a knowledge of basic reading procedures. The child 
must be prepared musically, mentally, physically, and 
psychologically for the notational aspects of music. 
(28:90). 
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According to Mursell, "Every activity in the music 
program can contribute to the development of reading abil-
ity ••.• " (23:167). The written symbols actually rep-
resent music one hears. Before there is any actual parti-
cipation in note reading, the school's first obligation is 
to build a non-technical background of a variety of musi-
cal experiences with the language of music. 
One of the first steps in the readiness program is 
the conscious aural perception of sound. When a child 
pauses for the first time to concentrate on either the 
pitch or the duration of the tone, he is exercising musical 
discrimination which will later be helpful in the actual 
reading of the score. One writer states, "Musical learning 
takes place by the action of the ear on the material it-
self." (7:50). Listening to music phrase-wise helps to 
formulate a design in the music . As other music authors 
have commented, "Over a period of time, his (the child's) 
aural and muscular control of sounds will refine as his 
understanding broadens." (1:26). 
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According to another source: 
Music reading readiness is dependent on the ability 
to discriminate rhythmic and pitch differences, in the 
development of feeling for (1) scalewise and chromatic 
skips; (2) rhythmic patterns; (3) choral progressions; 
(4) repeated and contrasting phrases. (10:50). 
Another approach to reading readiness is through the 
use of instruments . The important educational and psycho-
logical advantages of the use of instruments are that the 
attention of the students is focused on tone quality. As 
Pierce related, "The use of toy or easily played instru-
ments and standard instruments aid in interpreting the 
staff and its symbols ." (28:100). The rhythm instru-
ments offer the child the opportunity of expressing rhyth-
mic notation. The instruments that do the most to pre-
pare the child for music reading are, according to one 
music educator, the following: resonator bells, song 
bells, marimbas, xylophones, water glasses; wind instru-
ments, such as tonettes, song flutes, saxettes and record-
ers; string instruments such as autoharps, harmolins and 
ukeleles. (28:100). 
The first visual activity in the readiness program 
is actually seeing what one hears. Viewing the representa-
tion of what he hears, the child notes the contour of the 
general melody. Later observations should include finer 
visual perceptions. 
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In the words of Gordon: 
Since a large percentage of the song material used 
in the lower grades is diatonic, and in the major keys, 
we have seen fit to approach the reading problem as an 
extension of an aural experience which the children 
have already received through their rote songs. It 
therefore becomes a problem of acquiring an eye pic-
ture of phrase patterns that already have been learned. 
(42:36) . 
According to Jones, "The first visual activity 
should involve observing of the general contour of the 
melody rather than focusing attention on small melodic 
fragments." (14: 45) . As Mursell states, "Music reading 
should emerge and develop from a natural understandable 
achievable connection of the eye and ear, beginning even 
with gestures indicating the up and down of pitch." (23:48). 
After varied experiences in following notation at 
the blackboard, the children should begin to use certain 
interval patterns which they have sung frequently. The 
classroom teacher may either point these intervals out to 
the students in their books, or the intervals may be writ-
ten on the board. These tonal patterns are sung by the 
teacher for the students to pick out and sing. A musical 
vocabulary of tonal patterns is thus gradually built up, 
and, as such, becomes invaluable as a reading readiness 
aid. Considerable time should be spent in following nota-
tion, because this activity is fundamental to independent 
reading. 
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Music Reading 
The ability to read and interpret music is essential 
for the musical well-being of the elementary school student. 
Today, music reading is considered as a means to music mak-
ing rather than an end in itself. Through the many activ-
ities, rhythmic activities, listening activities, playing 
instruments and creative activities, the child approaches 
independent note reading with more confidence and back-
ground. 
The six stages of development in music reading, ac-
cording to one author are: 
1. Children are prepared or made ready to read. 
2. Children observe notation as they hear or sing a 
song. 
3. Children are made aware of certain aspects of no-
tation, such as staff, contour of melody, phrase 
structure, and appearance of symbols. 
4. Children begin to learn a sight vocabulary of 
many intervals or tonal sequences tau~ht them by 
rote and recognized and used by them ~n familiar 
material and later in their songs. 
5. The interval vocabulary is increased and children 
are able to deal with it more or less independently. 
6. Skills are refined and reading becomes an easy 
form of musical response. (28:92). 
In the judgment of many music educators, the use of 
syllables has proven to be very useful in helping the stu-
dents to detect the melody of a song. Mursell contends: 
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Movable do syllables are movable signs or designa-
tions for some of the most interesting, appealing, 
vital and essential elements in the art of music. 
(23:156). 
The advantages in using the syllables are as follows: the 
syllables are the same for every key; there is the same 
tonal relationship between certain syllables; they are 
easily pronounced; they give a name to each tone of the 
scale; and they are a workable means for objectifying 
tonal relationship. (79:11-12). 
The use of numbers as pitch names, like the sylla-
bles, do not require alterations for another key. One 
argument offered for the use of numbers is that the child-
ren are familiar with them. However, the names of the 
numbers are awkward to sing and are confusing because 
they are easily confused with duration values. 
Singing the letter names of the notes seems to meet 
with general disfavor among most school music educators. 
No tonal relationship exists between the letter names, 
and alterations would be needed in changing keys. 
In the words of Nye and Nye: 
After children have been guided to think tonal 
relationships accurately in terms of numbers and 
syllables, the teacher usually has them sight sing 
with a neutral syllable such as loo, while they 
think numbers and syllables . (26:!11) . 
According to Nye and Nye, the following procedures 
list the ways of learning notation: 
88 
1. Throu~h bodily movement which eventually becomes 
ident1fied with notation; 
2. Through playing activities; 
3. Through singing activities; 
4. Through listening activities; 
5. By creating songs; 
6. Through part-singing activities; 
7. By the use of music in related activities. (26:165). 
When the children have gained mastery in translat-
ing the printed symbols into meaningful musical activities, 
that is the time to introduce songbooks into their hands. 
To state it more specifically as do Andrews and Cocker-
ville: 
Children are ready for songbooks when (1) they have 
a large repertoire of songs at their command; (2) when 
they have an understanding of the ups and downs, longs 
and shorts of the melody; (3) when they have acquired 
a sensitivity to the moods and ideas of the music; 
(4) when they have had experience in creating music 
and rhythm stories; and (5) when they have acquired 
a language ability commensurate with their mental 
ability . (1:58). 
In discussing basic texts, Myers states: 
There is definite need for books that are made up 
entirely of technically easy, artistic songs for read-
ing purposes, but with story interest and word diffi-
culty suited to the maturity of children. • • • Liter-
ally, dozens of story books for children of all ages 
and for every degree of reading ability are available. 
Comparable music reading material is necessary. (25:159). 
The aim of the teachers in promoting music reading 
is not to have a class of music teachers, but rather 
through music reading to have the children enjoy and use 
music. In this way, music reading holds its rightful 
place as a means, and not an end in itself. If music 
reading is taught well, it will serve an interesting and 
functional purpose. 
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Chant notation. The introduction of chant nota-
tion to the fourth grade students in the Catholic ele-
mentary school opens new vistas of visual representations. 
Having previously sung many chants by imitation, during 
the first three school years, the child has experienced 
an aural readiness for chant notation. The new aspect 
of square notation, new bars, neums containing three or 
more notes challenges the child's sense of rhythm as does 
the unmetered staves. However, the use of syllables is 
used in chant to decipher the notation as in school music. 
The added complication of the Latin language presents an 
obstacle, but with varied experiences in singing the 
chants, this is easily overcome, and the children will suc-
ceed in converting their new notation into chants in 
praise of God. 
VI. THE CREATIVE PROGRAM 
One of the most interesting and challenging areas 
of the school music program is that of creative music. 
According to Ellison: 
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Essential to any creative activity is the presence 
of imagination, the power of fantasy, the world of 
make-believe. • . • Three essentials in creating are: 
(1) an act of personal expression, (2) in which the 
individual, in terms of his own experience, records, 
reconstructs or reorganizes known elements, (3) re-
sulting in patterns, new or satisfying to him. 
(6: 231-235). 
As human beings possess an inherent desire for self-
expression, it is encumbent on educators to provide op-
portunities for boys and girls to express themselves 
creatively. One author asserts that "There is new empha-
sis on creative learning through experiences rather than 
the traditional emphasis on skills and techniques as 
requisites to experience." (27:16). In another passage, 
the same author declares: 
We are less concerned with subject matter mastery 
and factual knowledge gained than with the quality of 
the experience which makes music a living thing to 
the children. (27:27). 
According to two eminent music authors: 
The creative aspect of the learning process should 
be a part of music activities ••.. When a child pro-jects himself into an activity to the extent of freely 
offering sug~estions for the interpretation, dramatiza-
tion, rhythmLc possibilities, harmonization and orches-
tration of song material, learning is usually taking 
place at a rapid rate because interest is at a high 
level. (26: 259) • 
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The creative power found within the child must be 
brought to fruition through stimulation and encouragement. 
As Ellison remarks, "Children need music. Their full 
growth and development depend in part on a vital experi-
ence in the area of the creative arts." (6:1). If the 
child is to develop creatively, the school must provide op-
portunities for the expression of his creativeness. This 
may be in the area of song, rhythm, listening or instru-
mental music. To whatever activity the child feels drawn, 
any and every creative effort on his part should be en-
couraged by the teacher. It is not the perfection of the 
creative activity that is important; its significance lies 
in the doing. The field of music embraces so many diversi-
fied areas that there will always be some creative activity 
that will interest the child. 
Creative Singing 
Small children live in a world of "make-believe." 
They are used to making up little songs even before they 
enter school. The understanding classroom teacher will en-
courage the children to continue their "song-games," motiv-
ating their lessons unobtrusively. As the children advance 
from grade to grade, their creative melody-making faculty 
will develop, depending on the ability, opportunity, and 
gracious dynamic personality of the classroom teacher. 
Creative power under such stimulating guidance, will un-
fold as a flower to the sun. As one professor of music 
education has expressed it: 
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First, through the creative experience of making 
a song or melody of his own, the child is helped to 
gain a new appreciation of the songs that were made 
for him, and possibly an appreciation for the skills 
of the people who made them. Second, through cre-
ative experiences, a child gains new self-confidence 
and self-respect in relation to music and music activ-
ities. (18:99). 
Elementary school boys and girls may show creativ-
ity by adding parts, descants, and harmonic endings to 
songs that are familiar to them. New verses may be ap-
pended, and even new ways of singing the songs may be sug-
gested. Beyond the contribution of original ideas in 
melodies and words, the child may show creativeness in 
telling how a song may be sung effectively. This may 
comprise emotional singing, dynamics, dramatization, added 
accompaniments, melodic or rhythmic. 
Writing Music Creatively 
Creative writing is more or less dependent on well-
integrated background of music activities. This background 
serves as a rich storehouse of musical experiences from 
which the child may draw, for the act of creation is always 
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a re-creation or a re-combination of past experiences, in 
spite of the original element the composer may infuse into 
it because of his own individuality. 
The making of original songs by children may be 
approached in the following ways: words and music by the 
children; words given, music by the children; whole song 
by a child; whole song by groups of children. 
One author suggests ways of bringing to fruition 
the creative writing of pupils~ 
1. Acceptance -- We receive each crude product of 
creative effort, asking only if it is individual 
and sincerely meant. 
2. Approval -- We find something to like in each 
effort. 
3. Criticism -- When mutual trust has been set up, 
criticism may nearly always be profitable if it 
is associated with strong general approval. 
4. Indirect teaching -- The best teaching in the 
creative arts is so indirect as not to be noticed. 
5. The miracle -- When the lines of trusted communi-
cation have been set up by a general acceptance 
of all sincere attempts of pure-expression, when 
through approvals of the more general material, 
criticism is natural, undisturbing, and when 
indirect teaching is having a stimulating effect, 
then, suddenly, the first original phrase appears. 
• • • It is not known why or how the miracle ap-
pears, but one day the individual speaks out in 
his own unique words, and further, that the con-
tagion from one may carry a whole group into 
superior self-expression. (19:245-247). 
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Creative Rhythm 
Creativity in rhythmic activities plays a major role 
in the physical development of the child. In writing of 
creativity in music, Mursell declares: 
A real music program will provide constant opportun-
ities for creative expression in rhythm, both through 
large bodily movements, and the use of tonal and per-
cussion instruments. (23:5). 
And again, as Ellison says, "Movement in life almost always 
takes place in its natural form on a rhythmic basis. Our 
very lives • depend on rhythmic motion, heartbear, 
breathing, sleep. (6:96). 
The child may express himself creatively by his 
rhythmic response to many fundamental rhythms, such as 
clapping, tapping, walking, running, skipping, jumping, 
hopping, swaying and many other rhythmic movements. He may 
throw a ball rhythmically, wave a banner, imitate something, 
walk like an elephant. Creative rhythms may be expressed 
in the creation of floor patterns, such as tracing out the 
letters of the alphabet, designs, and figures of animals. 
Many creative opportunities present themselves in 
the playing of musical instruments. Creative melodies, 
rhythmic introductions, interludes, codas and rhythmic 
accompaniments will add charm to the classroom music pro-
gram. 
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Linked with rhythmic creativity is the area known 
as dramatic creativity. On hearing music, the children 
may interpret the meaning or mood of the music, the story, 
or create dance forms to express the musical thought more 
expressively. Each creative dramatization will be differ-
ent, as no two individuals interpret a situation in just 
the same way. Allowance should be made for individual 
differences in areas of creativity as well as in other 
music areas. 
Creative Listening 
Listening creatively may reveal itself as a deeper 
insight of understanding while listening to recorded music. 
Hartman and Schumaker declare: 
A child sittin~ in a group, listening to a beauti-
ful composition, 4S creative in proportion to his 
capacity to feel vividly, to hear accurately, and to 
think his music with the composer . (11:70). 
In listening to music, the child's innate creativity may 
be aroused by a deeper understanding and appreciation of 
the elements that contribute to the beauty of music, 
namely, emotional content, quality of tone, and symmetry 
of tonal design. As the child becomes more familiar with 
the great music of the world, and through reading and 
study has deepened his knowledge of the unique contribu-
tions of the major composers to the world's music, he may 
ll 
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increase his creative understanding of this music by con-
sidering other possible arrangements, harmonies, and ac-
companiments. 
In treating of this subject, two authors have this 
to say: 
The creative listener . . • makes up his own mind 
as to what he likes; he selects not only the material, 
but the aspects of the material to which he will at-
tend. He makes his own comparisons between the music 
he is hearing now and that which he has heard before; 
he formulates his own judgments; he expresses his own 
preferences modestly but stoutly. The creative 
listener will welcome the readin~ of program notes, 
the study of this history of mus~c ..•• He will 
bring all his experiences to bear upon his listening 
to the music. (5:54). 
VII. SUMMARY 
This chapter has presented a review of current 
thought regarding objectives and practices as propounded 
in the writings of leading music educators. A summary of 
the music activities proposed for classroom use .is briefly 
summarized as follows: 
Singing Activities 
As singing is the most vital area of the music pro-
gram on the elementary school level, singing activities 
should occur frequently in the classroom as they provide 
musical, aesthetic, and social growth for the child. The 
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psychological approach to singing aids the child in gaining 
a correct attitude about singing and about the use of his 
singing voice. To provide for individual differences, the 
classroom teacher should provide interesting experiences 
for the entire class, while at the same time offering en-
couragement and help to the "hesitant singers," and atten-
tion and challenge to the average as well as to the gifted 
group. Singing in harmony should be initiated in the early 
grades. Adding accompaniments to songs adds verve and zest 
to the children's singing. 
Rhythmic Activities 
Children learn to develop muscular control and at 
the same time develop basic rhythmic feeling by participat-
ing in many and varied rhythmic activities in the early 
grades. Fundamental and interpretive rhythms help the 
children develop a sense of rhythmic feeling through 
bodily movement to music. The playing of instruments not 
only helps to develop a sense of rhythmic feeling, but 
serves as a compensation for those who do not find success 
in the singing program. Thus a rich and varied rhythmic 
program helps the child to develop rhythmic feeling. The 
coordination of the ear, the eye, and the understanding 
later help the student to feel and comprehend with ease 
the visual rhythmic symbols. 
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Listening Activities 
Listening is basic to all music activities. Current 
listening media include radio, television, record player, 
film-strips, and live performance. The child may react 
actively or reflectively. Active response may include: 
s inging, moving to music, playing instruments, and respond-
ing creatively. Reflective listening may include: identi-
fication of rhythm patterns, instruments and dances of 
other lands, distinguishing moods, associating music with 
the story, and a knowledge of the lives and works of com-
posers. 
Developmental Music Reading Activities 
Providing the child with a rich background of 
musical experiences is the first requisite for a success-
ful reading program. The aural perception of sound is one 
of the first steps in reading readiness. Another reading 
readiness approach is the playing of musical instruments. 
The first visual activity in the reading program should 
involve observation of the general contour of the melody. 
Music reading is the coordination between the ear, the eye, 
and the understanding. The use of syllables or numbers 
is helpful in establishing tonal relationships. Music 
reading must always be considered a means and not an end 
in itself. 
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Creative Activities 
As all human beings possess the desire for self-
expression, the creative power inherent in every child 
should be brought to fruition by stimulation and encour-
agement . The school should provide opportunities for the 
child to express his creativeness. Areas of creativeness 
include: creative writing, creative singing, creative 
rhythm, and creative listening . Some area of creativity 
will appeal to every child. 
; 
CHAPTER IV 
TECHNIQUES AND PROCEDURES 
An intensive study of research techniques employed 
in outstanding delineations of curriculum profile factors 
determined the selection of the inquiry form as the most 
effective instrument for gathering the extended data neces-
sary for a survey telescoping the music practices and ma-
terials of over six hundred elementary classrooms of the 
Archdiocese of Boston. 
I. SELECTION OF SCHOOLS 
In order to determine the frequency of the music 
activities and materials in the Catholic elementary 
schools of the Archdiocese of Boston, it was necessary, 
first of all, to determine the method for selecting schools 
for survey-participation. On the advice of the Archdiocesan 
Superintendent of Schools, the Right Reverent Timothy F. 
O'Leary, all elementary schools of the Archdiocese were to 
be included in the study. The inclusion of all elementary 
schools provided a background for the creation of a more 
accurate and inclusive profile of the music program. In . 
. 
!~ 
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order to ascertain general information relative to these 
schools, it was necessary to have recourse to the 
Archdiocesan School Directory (2). 
II. COLLECTION OF DATA 
The questionnaire technique was selected as a means 
of collecting factual knowledge regarding the frequency of 
the use of music activities and materials. 
The questionnaire. Prior to the formulation of a 
selection of items to be included in the questionnaire, a 
considerable amount of research was undertaken in order to 
form a solid background regarding music education practices 
and materials. The sources of data which comprised this 
research were as follows: (1) professional books on ele-
mentary school education, (2) professional books on ele-
mentary school music education, (3) monographs related to 
specific music areas, (4) learned publications such as 
Music Educators National Conference Yearbooks, Music 
Teachers National Association Yearbooks, United States 
Government Documents, Papal Encyclicals on The Christian 
Education of Youth and Moto Proprio, Basic Concepts, Music 
in American Education and Yearbook of the National Society 
for the Study of Education, (5) Bulletins such as those of 
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the following organizations: Educators National Conference, 
National Catholic Music Educators Association, National 
Education Association, National Catholic Education Associ-
ation, and the United States Government Printing Office, 
(6) Journals such as The Journal of Research in Music 
Education, Music Educators Journal, Music Journal, Catholic 
Educational Review, Journal of Education, National Elemen-
tary Principal, and Education,(7) Courses of Study, Guides 
and Manuals from such sources as the Archdiocese of Boston, 
curriculum guides and manuals from various states, as well 
as manuals relating to specific basic series, and (8) unpub-
lished materials such as Master's theses and Doctoral dis-
sertations. 
The sources of data revealed the importance of cer-
tain specific areas in the music program, namely: singing 
activities, rhythmic activities, listening activities, cre-
ative activities, and playing instruments. Subsequent 
readings on visual aids and materials brought to light the 
increased values accruing to classroom music when these 
visual aids served to implement an effective music activ-
ity. 
Refinement of the questionnaire. The first draft 
of the questionnaire was discussed with many classroom 
teachers, grades one through six, to note their reaction 
W3 
to organization and subject-matter, presentation and mean-
ingfulness. Many thoughtful and helpful suggestions were 
offered. 
At a later date, the questionnaire was submitted 
to a graduate seminar in music education at Boston Univer-
sity. A copy of the questionnaire was presented to each 
seminar member, and each was requested to read the form 
carefully and note suggestions and recommendations. A 
period of lengthy discussion followed wherein many worth-
while recommendations were discussed. A graduate business 
student recorded the recommendations that would be in-
eluded in a renovated inquiry form. 
A further refinement of the form was made by apply-
ing criteria established by Koos (15). 
(1) 
(2) 
Is the inquiry form adequately sponsored? 
Is the purpose of the study frankly stated, 
and is it one that calls for a reply under 
the policies dealing with questionnaires? 
(3) Is the questionnaire on a worthy educational 
topic? 
(4) Is the questionnaire well organized? 
(5) Are the questions clearly and briefly worded? 
(6) Can most of the questions be briefly answered 
with the check mark of the factor figure, and 
; 
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is the number of questions requiring extensive 
projective replies kept to minimum? 
(7) Is the information requested not available 
elsewhere, and obtainable only through the 
questionnaire? 
(8) Is the questionnaire set up in proper mechan-
ical form? 
(9) Are the demands of the questionnaire reasonable? 
Is the summary of results or other proper re-
turn promised respondents? 
Distribution 2£ the questionnaire. Questionnaires 
were sent to two hundred thirty-one schools. 1 A letter 
addressed to the principal of each school requested her to 
present one questionnaire to a teacher of grades one or 
two; one questionnaire to a teacher of grades three or four; 
and one questionnaire to a teacher of grades five or six. 2 
A total of 634 classroom teachers received a questionnaire 
to answer. A personal letter to each classroom teacher 
accompanied the questionnaire. The letter advised the 
teacher in regard to checking the inquiry form. A 
1 Questionnaire form will be found in Appendix E. 
2 A copy of the letter addressed to principals will 
be found in Appendix D. 
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self-addressed and stamped envelope was enclosed in the 
letter sent to each school to facilitate the return of the 
questionnaires. 
The enthusiastic support of the Archdiocesan School 
Superintendent, the Right Reverent Timothy F. O'Leary, was 
voiced in a letter addressed to all the elementary school 
of the Archdiocese, citing the scope of the survey, its 
benefits, and expressing the wish that all the elementary 
schools would cooperate in the survey. Within weeks, the 
questionnaire forms were returned in such abundance that 
a follow-up letter was deemed unnecessary. Returns were 
received from 222 schools. In Appendix B will be found the 
geographical areas of the Archdiocese where these schools 
are located with a numberical listing of the schools in 
each area. 3 
III. STATISTICS 
Tabulation of data. The following rating scale was 
set up as a means of differentiating frequencies: 
4 • • • . occurs daily, that is the music activity 
is undertaken daily in the classroom. 
3 A list of the teaching communities in the Arch-
diocese participating in the survey will be found in 
Appendix C. 
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3 • . • • occurs weekly, that is, the music activ-
ity mentioned occurs at least once a 
week. 
2 • • • • occurs rarely, that is, the music activ-
ity does not occur daily, or even weekly, 
but it does occur less often than once a 
week. 
1 • • • • never occurs, that is, the music activ-
ity mentioned does not take place in the 
classroom. 
A perusal of the above scale indicates a numerical 
evaluation of frequency, namely, 4 - occurs daily, 3 -
occurs weekly, 2 - occurs less than once a week, and 1 -
never occurs. 
Tabulated forms were planned for the recording of 
the cumulative data accruing from each item, according to 
its respective degree of frequency. 
The mode. One means used to identify the central 
tendency of each questionnaire factor was the mode. In 
finding the mode of each questionnaire factor, the f actor 
frequencies were arranged in an order distribution, that 
is, from the highest frequency to the lowest. The highest 
frequency score was selected as the average frequency 
; 
:i 
'i 
107 
achievement of the factor. 
Mean index computation. As a means of identifying 
various frequencies, the mean index computation was se-
lected as the instrument that would be most effective in 
conveying the import of the information relative to each 
music activity. 
The usual technique employed in the use of the 
mean index was as follows: 
1. In each rating of frequency, the total occur-
rence for each item was multiplied by its designed value. 
2. The sum of the products was divided by the 
total number ~f the respondees rating the item. The re-
sultant quotient was the mean index rating for the item. 
lows: 
An example of mean index rating computation fol-
Scale 
Responses received 
228/86 • 2.65 
4 
24 
96 
3 
20 
60 
2 
30 
60 
1 
12 
12 
86 
228 
Frequency ratings were assigned to areas within 
the mean index scale as follows: 
4 - 3.50 to 4.00 - occurs daily 
3 - 2.50 60 3.49 - occurs weekly 
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2 - 1.50 to 2.49 - occurs rarely, less than weekly 
1 - 1.00 to 1.49 - never occurs 
The example of mean index rating cited for a sample 
item was 2.65 or "occurs weekly." All questionnaire items 
concerned with specific area activities received a mean 
index rating. The mean index rating of each item will be 
found in Chapter V. The unrefined data will be found in 
Appendix A. 
IV. SUMMARY 
The purpose of this chapter was to explain (1) the 
selection of the areas of inquiry, (2) to present the col-
lection of data from which the selection of questionnaire 
items was derived, (3) to indicate the procedures followed 
in the refining and final drafting of the inquiry form, 
(4) to state the number of returns, and (5) to present 
statistics relative to an understanding and interpretation 
of the frequency and the mean index computation employed 
in this survey. · 
CHAPTER V 
FINDINGS 
In this chapter, the original data as compiled from 
the questionnaire will be presented. In order to present 
a clearer analysis, the point of central tendency was used 
instead of the unrefined data. For the purposes of this 
study, the central points of tendency used were the mean 
and the mode. Unrefined data for all tables may be found 
in Appendix A. 
Questionnaires were mailed to a total of 231 
Catholic elementary schools of the Archdiocese of Boston. 
Returns were received from 222 of these schools, consti-
tuting a 96.1 per cent return. Because of the prompt 
response of so many of the respondents, it was deemed un-
necessary to send out follow-up letters to schools from 
which no returns had been received. 
This chapter will be presented in three sections. 
The first section will be concerned with general informa-
tion regarding the elementary school music program of the 
Archdiocese of Boston. The second section will present 
data relative to the following specific music activities 
on the elementary school level: singing activities, 
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rhythmic activities, listening activities, playing musical 
instruments, creative activities, and music reading activ-
ities. The third section will be concerned with data rela-
tive to equipment, materials, festival participation, and 
grading criteria. 
I. GENERAL INFORMATION 
Teaching grade-level of respondents. The classroom 
teachers were asked to indicate the specific grade-level 
which they taught in the elementary school. Table I 
enumerates the number of elementary school classroom 
teachers on each survey-level who responded to the ques-
tionnaire. 
TABLE I 
NUMBER OF RESPONDENTS ON EACH SURVEY LEVEL 
Grade-level 
Grades I and II 
Grades III and IV 
Grades V and VI 
Total 
Number of respondents 
215 
213 
206 
634 
111 
In Table I, the number of classroom teachers parti-
cipating in the survey are enumerated. From Grade I, a 
total of 132 teachers participated, and from Grade II, 83 
teachers responded, making a total of 215 classroom 
teachers responding from the level Grade I-II. In the 
Grade III-IV categor y, 94 respondents were listed from 
Grade III, while 119 responded from Grade IV, making a 
total of 213 from the Grade III-IV level. A total of 
95 teachers of Grade V made replies, while 110 teachers of 
Grade VI responded to the survey, totalling a number of 
206 respondents from the Grade V-VI level. It is of in-
terest to note that both on the I-II level and on the 
III-IV level, one particular grade numeration is more than 
fifty per cent of the total numeration for that level. In 
the V-VI level, there is a closer approximation of numbers. 
Full-time music teachers 2n school faculty. The 
presence or lack of a full-time music teacher was requested 
in the next survey item. Table II indicates these selected 
data according to grade-survey levels. 
On the Grade I-II level, 62 classroom teachers had 
the help of a full-time music teacher. A similar number, 
62, on the Grade III-IV level had the benefit of a full-
time music teacher on the faculty. On the Grade V-VI level 
TABLE II 
FULL-TIME MUSIC TEACHERS ON THE SCHOOL FACULTY 
Grade-level 
Grades I and II 
Grades III and IV 
Grades V and VI 
Yes 
62 
62 
64 
No 
130 
133 
133 
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64 classroom teachers reported that a full-time music 
teacher was on the school faculty. Of those respondents 
who reported no full-time music teacher on the school 
faculty, teachers of the Grade I-II level reported that 
130 were without the benefit of a full-time music teacher. 
On the Grade III-IV level, 133 classroom teachers reported 
that they taught classroom music without the help of a 
full-time music teacher. On the V-VI level, 133 elementary 
school teachers reported that they were without the benefit 
of a full-time music teacher on the school faculty. The 
data revealed that on each elementary school grade-level, 
there were more than twice as many classroom teachers who 
did not have a full-time music teacher on the school faculty 
than did. 
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Classroom visits of music teachers. Data relating 
to the classroom visits of music teachers are presented 
in Table III. 
Grade-level 
Grades I-II 
Grades III-IV 
Grades V-VI 
~LE III 
CLASSROOM VISITS OF MUSIC TEACHERS 
Bi-weekly Weekly Bi-monthly Less 
visits visits visits often 
5 
8 
9 
28 
28 
27 
16 
15 
23 
51 
50 
45 
The classroom teachers who had a music teacher on 
the faculty were asked to specify how often the music 
teacher visited the classroom: bi-weekly, weekly, bi-
monthly, or less often. Table III enumerates the data 
relating to these visits. On the Grade I-II level, 5 
classroom teachers received bi-weekly visits, 28 classroom 
teachers received weekly visits, 16 classroom teachers 
bi-monthly visits, and 51 classroom teachers reported that 
the music teacher visited their classrooms less often. 
On the Grade III-IV level, 8 classroom teachers reported 
bi-weekly visits of music teachers, 28 reported weekly 
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visits, 15 teachers are listed as receiving bi-monthly 
visits, while 50 classroom teachers reported that the 
music teacher visited their classrooms less often. On the 
Grade V-VI level, 9 teachers are listed as receiving visits 
from music teachers bi-weekly, 27 classroom teachers re-
ceived weekly visits, 23 teachers received bi-monthly 
visits, and 45 teachers were visited by music teachers 
less often. 
The majority of visits made by the music teachers to 
the classrooms fall in the "less often" category. The next 
largest number of visits took place on a weekly basis. 
The third largest number of visits from music teachers 
were made on a bi-monthly basis, while the fewest number 
took place on a bi-weekly basis. 
Classroom teachers who E1!l instruments. The next 
item on the questionnaire was concerned with the respond-
ents who played instruments. Data revealing the instru-
mentalists among the respondents are presented in Table 
IV. 
On the Grade I-II level, it is noted that 116 
classroom teachers play instruments, while 91 teachers 
do not play any instrument. The Grade III-IV level re-
veals that while 91 play no instrument, 111 do play instru-
ments. On the Grade V-VI level, 116 classroom teachers 
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TABLE IV 
ClASSROOM TEACHERS WHO PlAY INSTRUMENTS 
Grade-level 
Grades I-II 
Grades III-IV 
Grades V-VI 
Respondents 
who play 
instruments 
116 
111 
116 
Respondents who 
do not play 
instruments 
91 
91 
83 
play instruments, while 83 play no instrument. It is of 
interest to note that on all levels, more than one-half of 
the respondents replying to the item, play instruments. 
~ of instruments played. The instruments which 
the classroom teachers played were categorized into sec-
tions: keyboard instruments, string instruments, wood-
wind instruments, and percussion instruments. Data re-
lating to the number of classroom teachers playing instru-
ments in each of these sections is tabulated in Table V. 
On the Grade I-II level, 121 teachers played key-
board instruments, 19 teachers played stringed instruments, 
3, classroom teachers played woodwind instruments, 2 
teachers played brass instruments, and 3 teachers played 
Type of 
instrument 
Keyboard 
String 
Woodwind 
Brass 
Percussion 
TABLEV 
TYPE OF INSTRUMENTS PLAYED 
I-II 
121 
19 
3 
2 
3 
Grade-level 
III-IV 
114 
41 
12 
8 
2 
V-VI 
127 
30 
13 
10 
7 
percussion instruments . Of the respondents replying on 
the Grade III-IV level, 114 classroom teachers played 
keyboard instruments, 41 teachers played instruments of 
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the string family, 12 classroom teachers played woodwind in-
struments, 8 teachers played brass instruments, and 2 
teachers played some form of percussion instrument. 
The most popular instrument among teachers of the 
Grade I-II level was that of the keyboard family, and the 
least popular was the brass family. On the Grade III-IV 
level, the keyboard instruments were the most popular 
among the respondents. On this level, the least common 
were the percussion instruments. On the V-VI level, as 
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on the other two levels, the most popular instruments 
were those of the keyboard family; the least common were 
those of the percussion group. On all levels, the key-
board instrument choice was outstanding. The string in-
struments were second choice; the woodwind instruments 
were third choice; the brass group were fourth choice; 
and the fifth and last choice were those of the percus-
sion group. 
Courses preparatory for teaching music. The ques-
tionnaire item next in the inquiry form delved into the 
musical background of the classroom teachers to ascertain 
the music courses and the music education courses taken 
by the classroom teachers with a listing of the respec-
tive credits received. Table VI lists these courses 
according to music areas with a respective listing of 
credits. 
In the Grade I-II level, 103 classroom teachers 
were listed as having taken courses in some area of music 
education. The next largest number of teachers, 57, took 
courses in Church Music. The next four courses in descend-
ing order were Music History with 41 members, Choral Music 
with 22 members, Theory with 17 members, and finally, 
Instrumental Music with only 3 members. 
Name of course 
Music Education 
Theory 
Choral Music 
Music History 
Church Music 
Instrumental Music 
TABLE VI 
COURSES PREPARATORY FOR TEACHING MUSIC 
Members-Credits Members -Credits Members -Credits 
Grades I-II Grades III-IV Grades V-VI 
103 
17 
22 
41 
57 
3 
235 
35 
25 
93 
168 
12 
89 
27 
22 
46 
97 
9 
208 
78 
41 
115 
222 
40 
95 
33 
25 
55 
100 
58 
243 
86 
40 
128 
266 
70 
...... 
...... 
(X) 
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On the Grade III-IV level, the largest number of 
members, 97, took courses in Church Music. The next most 
popular course was Music Education with a membership of 
89 members. Music History courses were listed by 46 
teachers, while 27 took courses in Theory, 22 in Choral 
Music, and 9 in Instrumental Music. 
On the Gra~e V-VI level, Church Music is listed as 
having the largest number of students, 100, with Music 
Education courses listing 95 . Fifty-five teachers re-
ported having studied courses in Music History, while 33 
studied Theory, and 58 Instrumental Music. 
On the Grade I-II level, the largest membership 
was found to be in Music Education courses, and the least 
membership in Instrumental courses. On the Grade III-IV 
level, the largest membership was reported for Church 
Music courses, and the least membership for Instrumental 
courses. On the Grade V-VI level, the largest membership 
was reported for Church Music courses, and the least mem-
bership for Theory courses. 
On each grade level, the two most popular courses 
were listed as Church Music and Music Education. Of those 
respondents listing Music Education, the greatest number 
listed were from the Grade I-II level, with the next 
greatest number from the Grade V-VI level, followed by 
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the least number from the Grade III-IV level. The largest 
membership in Theory courses was in the Grade V-VI level, 
with the fewest in the Grade I-II level. Membership in 
Choral courses was about the same on the three levels with 
the Grade V-VI group a little in the lead. Courses in 
Music History had the largest membership among members of 
the Grade V-VI level, followed by the Grade III-IV level, 
and then by the Grade I-II level . Church Music courses 
had the greatest membership in the Grade V-VI level, with 
an almost similar rating in the Grade III-IV level. The 
Grade I-II level showed a lower membership in these courses 
than the other levels . Instrumental Music reached the 
highest membership on the Grade V-VI level followed by the 
much lowered membership on the other two levels. 
Teachers having access to ~ piano. In Table VII 
data is presented concerning those classroom teachers who 
have access to a piano in teaching. 
Among the classroom teachers on the Grade I-II 
level, 142 had access to a piano, while 63 did not have 
access to a piano in teaching. On the Grade III-IV level, 
134 teachers had the use of pianos, while 67 had no piano 
to use while teaching . One hundred fifteen classroom 
teachers on the Grade I-II level were able to make use of 
Grade-level 
Grades I-II 
Grades III-IV 
Grades V-VI 
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TABLE VII 
TEACHERS HAVING ACCESS TO A PIANO 
Respondents who 
have pianos 
142 
134 
115 
Respondents who do 
not have pianos 
63 
67 
72 
pianos for teaching purposes, while 72 teachers on this 
level were unable to do so. 
On each grade level, it was noted that teachers who 
had access to a piano were more than double the number of 
classroom teachers who had no access to a piano for teach-
ing purposes. The greatest number of teachers who had 
access to a piano were on the Grade I-II level, while the 
least number were in the Grade V-VI level. 
Attendance at music workshops. In the question-
naire survey, the elementary school classroom teachers 
were asked if they had attended music workshops, and if 
so, how many. The returns from this inquiry are tabulated 
in Table VIII. 
Grade-level 
Grades I-II 
Grades III-IV 
Grades V-VI 
TABLE VIII 
ATTENDANCE AT WORKSHOPS 
Attendance 
64 
72 
84 
Non-attendance 
138 
133 
115 
122 
Composite 
number 
attended 
202 
163 
279 
On the Grade I-II level, 64 teachers reported at-
tendance at music workshops, while 138 teachers reported 
non-attendance. Seventy-two teachers attended workshops 
on the Grade III-IV level, while 133 teachers did not at-
tend workshops in music. On the Grade V-VI level, 84 
classroom teachers attended music workshops, while 279 
teachers did not attend music workshops. 
On the first two levels, about one-half of the 
total number of respondents attended workshops, while at 
the Grade V-VI level, about one-half of the respondents 
attended workshops in music. 
From the point of view of the total number of music 
workshops attended by classroom teachers on each grade 
level, the largest number of workshops in music was at-
tended by teachers on the Grade V-VI level. The next 
largest number of workshops was attended by teachers on 
the Grade I-II level, while the least number of music 
workshops was attended by classroom teachers on the 
Grade I-II level. 
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Areas of the program needing help. The classroom 
teachers were asked in which area of the music curriculum 
they would welcome help in their implementation of the 
classroom music program. Table IX indicates in tabular 
form the music help requested by elementary school 
classroom teachers. 
On the Grade I-II level, 56 respondees requested 
help in singing, 59 requested help in rhythm, 40 requested 
aid in listening, and 118 desired assistance in creative 
activities. Fifty-one teachers on the Grade III-IV level 
asked for help in singing, while 60 classroom teachers 
asked for rhythm helps, 49 teachers desired assistance 
with the listening program, and 100 sought hlep in the area 
of creative activities. On the Grade V-VI level, 55 class-
room teachers desired help in singing, 71 teachers asked 
for assistance in rhythm, 56 classroom teachers requested 
help in listening, while 90 desired direction in imple-
menting a successful creative program. 
Grade-level 
Grades I-II 
Grades III-IV 
Grades v-vi 
TABLE IX 
AREAS OF THE PROGRAM NEEDING HELP 
Singing 
56 
51 
55 
Rhythm 
59 
60 
71 
Activities 
Listening 
40 
49 
56 
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Creative 
118 
100 
90 
On the Grade I-II level, the greatest number of 
teachers desired help in creative activities, next in 
listening, then in rhythm, and finally in singing. Cre-
ative activities was the largest notated item in the 
Grade III-IV level with help requested in rhythm, singing 
and listening, in that descending order. On the Grade v-
VI level, the largest number of teachers desired hel p in 
creative activities, the next largest group in rhythm, the 
next group in listening, and the smallest group in sing-
ing . 
Teachers from all areas desired the greatest help 
in the field of creative activities. Then, too, the next 
greatest item, common to the three levels, was that of 
rhythm. Teachers on the grade levels I-II and III-IV 
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next desired help in singing, while those of Grade level 
V-VI desired more help in listening. 
II. SPECIFIC MUSIC ACTIVITIES 
This section will present data compiled from reports 
on the specific music activities of the elementary school: 
singing, rhythm, listening, playing instruments, creative 
activities, and music reading. 
Other data found in this section will be concerned 
with text books, supplementary textbooks, hymn books, 
chant books, qualities found in music text books, equip-
ment for the music program, festival data, and criteria for 
the grading of students in music. 
Singing activities. The data compiled in Table X 
has been tabulated according to two points of central 
tendency, the mean and the mode. The determination of the 
mode and the computation for determining the mean are 
presented in Chapter IV. The unrefined data referring to 
these activities will be found in Appendix A. 
In Table X, it was noted that the item Tone match-
ing was presented weekly on all three levels of the 
elementary school. Scale singing was engaged in daily on 
the first two levels, but only weekly on the Grade V-VI 
TABLE X 
FREQUENCY OF SINGING ACTIVITIES 
Activities 
1. Tone matching 
2. Scale singing 
3. Rote singing 
4. Singing with 
piano ace. 
5. Singing with 
autoharp ace. 
6. Singing with-
out ace. 
7. Singing in 
harmony 
a. Rounds 
b. Descants 
c. Two part 
songs 
d. Three part 
songs 
8. Rote chants 
9. Aids to hesitant 
singers 
10 . Attention to 
gifted singers 
I-II 
Mean-Mode 
3.34 4 
3.51 4 
3.69 4 
1.97 1 
1.05 1 
3.65 4 
1.06 1 
1.14 1 
1.06 1 
1.03 1 
2.57 3 
2.89 3 
2.05 2 
Grade-levels 
III-IV 
Mean-Mode 
3.03 4 
3.57 4 
3.32 4 
1.88 1 
1 .10 1 
3.72 1 
2.64 3 
1.48 1 
1.63 1 
1.10 1 
2.61 3 
2.60 2 
1.95 2 
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V-VI 
Mean-Mode 
2.84 3 
3.38 4 
3.16 4 
1.88 1 
1.12 1 
3.54 1 
2.84 3 
1.76 1 
2.54 3 
1.46 1 
2.65 3 
2. 30 2 
1.97 2 
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level. In the first level, rote singing was engaged in 
weekly, while on the III-IV and V-VI levels, it was also 
engaged in weekly. On all levels, singing with piano 
accompaniment was engaged in less than once a week, and 
autoharp accompaniment was never engaged in. Rounds were 
sung weekly on the two upper grade levels. Descants were 
not experienced on any level, but two-part songs were en-
gaged in weekly. Throughout the three levels, rote chants 
were sung daily in school. On the first two grade levels, 
I-II and III-IV, attention was given to "hesitant singers" 
at least once a week, but in the upper level, less often. 
Gifted singers received attention on all three levels, but 
not as frequently as the "hesitant singers." 
On the Grade I-II level, the music activities en-
gaged in daily were scale singing, rote chants, and singing 
without accompaniments, while tone matching and aid to 
"hesitant singers" were engaged in weekly. Singing with 
piano accompaniment, rounds, attention to gifted singers 
were participated in less than once a week. Singing with 
autoharp accompaniment, descants, two-part songs, and 
three-part songs were never experienced. 
Singing activities on the Grade III-IV level indi-
cate that scale singing and singing without accompaniment 
were engaged in daily. Tone matching, rote singing, 
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rounds, and rote chants, took place weekly. Less than once 
a week, singing with piano accompaniment, two-part songs, 
aids to "hesitant singers," and attention to gifted singers 
were experienced. The following music activiti es: singing 
with autoharp accompaniment, descants, and three-part songs 
were never engaged in. 
On the V-VI level, data revealed that singing with-
out accompaniment was a daily activity. Weekly music ac-
tivities included tone matching, scale singing, rote 
singing, rounds and two-part songs. Less than once a week, 
classroom teachers presented singing with piano accompani-
ment, descants, aids to "hesitant singers," and attention 
to gifted singers as a part of the music program. Music 
activities never experienced included singing with auto-
harp accompaniment and three-part songs. 
On item 11 of the survey, respondents were asked to 
list any further singing activities in which their classes 
were engaged. As this listing was purely subjective on 
the part of the respondents, only a general idea of the 
singing activities mentioned will be presented. 
On the Grade level I-II, the following singing activ-
ities were participated in according to a descending order 
of frequency: entertainment, singing games, vocalizes, 
singing with records, hymns, group singing, tuning up, 
individual singing, and story songs. 
On the Grade III-IV level, the following singing 
activities were taken in the descending order of fre-
quency: French songs, hymns, the Mass in Latin, choir, 
songs with records, assembly, vocalizes, entertainment, 
individual singing, chant, and songs with instrumental 
accompaniment. 
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On the V-VI level the descending order of frequency 
included: choir, entertainment, French songs, correlated 
songs, boy choir, chording, congregational singing, 
vocalizes, glee clubs, singing games, harmonizing, the 
Mass in Latin, and singing during assembly. 
Frequency of rhythmic activities. Data for rhyth-
mic activities is presented in Table XI. In noting the 
data relative to rhythmic activities on the elementary 
school level, free bodily movement was engaged in weekly 
on the Grade I-II level, whereas on the other two levels, 
this particular form of rhythm was participated in less 
than once a week. Although marching, skipping and hopping 
were engaged in rarely on the upper grade level, both 
Grade levels, I-II and III-IV participated in these activ-
ities at least once a week. The chanting of words took 
place less than once a week on the first level, and even 
less frequently on the other levels. Folk dancing was 
TABLE XI 
FREQUENCY OF RHYTHMIC ACTIVITIES 
Activities 
12. Free bodily 
movement 
13. Marching 
skipping 
hopping 
14. Chanting 
words 
15. Folk dances 
16. Singing 
games 
17. Dramatiza-
tions 
I-II 
Mean-Mode 
2.98 3 
2.75 3 
2.44 3 
1.49 1 
2.57 3 
2.50 2 
Grade-levels 
III-IV 
Mean-Mode 
2.43 3 
2.19 2 
2. 30 3 
1.52 1 
1.98 2 
1.65 1 
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V-VI 
Mean-Mode 
2.05 2 
1.64 1 
2.21 2 
1.44 1 
1.09 1 
1.50 1 
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never engaged in on the first and third levels, but was 
taken less than once a week on level III-IV. Singing 
games were a weekly activity on the Grade I-II level, but 
they occurred less than once a week on the III-IV level, 
and never occurred on the Grade V-VI level. Dramatiza-
tions occurred weekly on the I-II level, but were experi-
enced less than once a week on the Grade III-IV level. 
The following rhythmic activities were experienced 
as we~kly activities on the first level: free bodily move-
ment, marching, skipping, hopping, singing games and 
dramatizations. Chanting words occurred less than once a 
week on this level and folk dances never occurred. 
On the III-IV level, free bodily movement, marching, 
skipping, hopping, chanting words, folk dances, singing 
games and dramatizations were experienced less than once a 
week. Less than weekly activities on the V-VI level in-
cluded the following in descending order: free bodily 
movement, marching, skipping, hopping, chanting words, and 
dramatizations. Folk dances and singing games never oc-
curred on this level. 
Respondents listed the following rhythmic activities 
as taking place in their classrooms: clapping, tapping, 
rhythm bands, pantomine, conducting, use of rhythm sticks, 
walkin~ and running on the first level. On the second 
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level the following rhythmic activities were listed: 
clapping, tapping, conducting, writing original rhythm 
patterns, rhythm band, dancing, and identifying rhythm 
patterns. On the V-VI level, the following rhythmic ac-
tivities were included: clapping, tapping, conducting, 
and making instruments. 
Frequency of listening activities. Statistical 
tabulations regarding the listening experiences of ele-
mentary school students are presented in Table XII. 
The questionnaire factor, live performance oc-
curred less than once a week on the Grade I-II level and 
on the Grade V-VI level, but never occurred on the III-IV 
level. Television listening was experienced less than 
once a week on all levels, but radio listening is listed 
as never occurring. Each of the three levels reported 
that records were listened to weekly. In utilizing 
records just for enjoyment, level I-II experienced this 
activity weekly, but reports from other levels indicate 
that listening for enjoyment occurred less than once a 
week. The following listening experiences were almost non-
existent at all levels: to learn about form, to distin-
guish mood, to identify themes, to identify instruments, 
and to distinguish rhythms. Whatever listening was done 
in the fore-mentioned listening areas definitely increased 
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TABLE XII 
FREQUENCY OF LISTENING ACTIVITIES 
Grade-levels 
Activities I-II III-IV v-vi 
Mean-Mode Mean-Mode Mean-Mode 
19. Live performance 1.69 1 1.48 1 1.52 1 
20. Radio 1.13 1 1. 30 1 1.26 1 
21. Television 1.72 1 1.78 1 2.28 2 
22. Records 2.60 3 2.59 3 2.50 3 
23. Listening to music 
a. to derive enjoyment 2.58 3 2.49 3 2.42 2 
b. to learn about form 1.54 1 2.02 2 2.21 2 
c. to distinguish mood 1.64 1 1.90 1 2.06 2 
d. to identify themes 1.42 1 1.88 2 1.53 2 
e. to identify instru-
ments 1.70 1 1.96 2 2.02 2 
f. to distinguish 
rhythms 1.25 2 2.02 2 2.19 2 
g. to learn about 
composers 1.27 1 2.52 3 2.51 3 
h. to learn dances 1.57 1 1.52 1 1. 74 1 
i. to learn hymns 2.00 1 1.50 1 2.04 1 
j. to learn songs 2.97 3 2.50 1 2.00 1 
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in frequency from lower grade level to higher grade level. 
Data revealing grade frequencies in listening to 
music about the lives and works of composers has its 
greatest frequency on the Grade III-IV level. On this 
level, this particular listening activity is reported as 
occurring weekly. The factors concerned with recognition 
of national dances and learning chants and hymns were 
tabulated as occurring less than once a week. However, on 
Grade levels I-II and III-IV to learn songs was experi-
enced weekly and on the V-VI level was experienced less 
than once a week. 
On the I-II level, weekly listening activities 
included: records, to enjoy music, and listening to learn 
songs. Listening activities that were experienced less 
than once a week on this grade level were as follows: 
live performance, television, to learn about form, to dis-
tinguish mood, to identify instruments, to recognize na-
tional dances, and to learn chants and hymns. The follow-
ing listening activities were never experienced on this 
level: radio, listening to identify themes, listening to 
distinguish rhythms, and listening to learn about the lives 
and works of composers. 
On the III-IV level, the following activities were 
taken in the elementary school classrooms weekly: listening 
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to records, listening to learn about the lives and works 
of composers, and listening to learn songs. Listening 
activities occurring less than once a week on this level 
include: listening to television, listening to derive 
enjoyment, listening to learn about form, listening to 
distinguish mood, listening to identify themes, listening 
to identify instruments, listening to distinguish rhythms, 
listening to recognize national dances, and listening to 
learn chants and hymns. Live performance and listening to 
radio were listed as never occurring on this grade level. 
On the Grade V-VI level, the activity which was re-
corded as taken weekly in the classrooms was listening to 
records. The following listening activities occurred less 
than once a week: listening to television, listening to 
derive enjoyment, listening to learn about form, listening 
to distinguish mood, listening to identify themes, listen-
ing to identify instruments, listening to distinguish 
rhythms, listening to learn about the lives and works of 
composers, listening to recognize national dances, listening 
to l earn chants and hymns, and listening to learn songs. 
Listening to the radio never occurred. 
Other listening experiences occurring in the class-
rooms, and notated by the teachers included the following 
listening activities which are ranked in accordance with 
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their frequencies: level I-II: clapping hands, concerts, 
listening to other pupils, singing with television, and 
making up stories to music. On the III-IV level, the 
following listening activities were noted: listening to 
French program, listening to other pupils, listening to 
seasonal records, listening to stories of songs, and lis-
tening to instruments play. On the V-Vl level, among the 
listening activities are included: concerts, tape record-
ings, seasonal records, and listening to live concerts. 
Playing rhythmic, harmonic and tonal instruments. 
The statistical data relative to the music activity, 
playing instruments, will be found in Table XIII. Accord-
ing to the data tabulated, tonal instruments listed in the 
questionnaire form as song bells, tonettes, flutophones, and 
recorders were not played with any frequency at any time 
on any of the three levels, I-II, III-IV, or V-VI. Only 
two of the rhythm instruments, the triangle and rhythm 
sticks, were played with any degree of frequency. These 
instruments were played on a first level, that is Grade I-
II level, less than once a week. The other rhythm instru-
ments were not listed as being played. Among the harmonic 
instruments listed as piano, autohard and harmolin, the 
piano was played at least once a week on each grade level. 
The two other harmonic instruments were never played. 
TABLE XIII 
PlAYING RHYTHMIC, HARMONIC, AND 
TONAL INSTRUMENTS 
Grade levels 
Activities I-II III-IV 
Mean-Mode Mean-Mode 
25. Tonal instruments 
a. Song bells 1.26 1 1.14 1 
b. Tonettes 1.05 1 1.05 1 
c. F1utophones 1.01 1 1.12 1 
d. Recorders 1.24 1 1.24 1 
26. Rhythm instruments 
a. Triangle 1.65 1 1.20 1 
b. Rhythm sticks 1. 75 1 1.18 1 
c . Drums 1.41 1 1.17 1 
d. Castanets 1. 35 1 1.13 1 
e. Tambourines 1.49 1 1.17 1 
27. Harmonic instruments 
a. Piano 1.75 1 1. 77 1 
b. Autoharp 1.05 1 1.05 1 
c. Harmolin 1.05 1 1.00 1 
28 . Rhythm band 1. 50 1 1.16 1 
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V-VI 
Mean-Mode 
1.16 1 
1.04 1 
1.02 1 
1.23 1 
1.09 1 
1.15 1 
1.10 1 
1.08 1 
1.10 1 
1.57 1 
1.10 1 
1.02 1 
1.07 1 
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Other rhythmic activities in relation to the play-
ing of instruments were suggested by the classroom teachers 
as having occurred in their classrooms. On the first level, 
I-II, the following activities were mentioned: band con-
ducting, band, tambourines, and conducting. On the second 
level, III-IV, the following music activities were listed: 
violin, xylophone, viola, cello, piano and orchestra. On 
the third level, castanets, cymbals, and rhythm sticks were 
mentioned by classroom teachers as having been played in 
their classrooms. 
On the first level, the triangle, rhythm sticks, 
piano and rhythm band were reported to have been experi-
enced less than once a week. Song bells, tonettes, fluto-
phones, recorders, drums, castanets, tambourines, autoharp, 
and harmolin were never experienced in classrooms on this 
level. On the level, III-IV, the piano was experienced 
less than once a week with no occurrence of song bells, 
tonettes, flutophones, recorders, triangles, rhythm sticks, 
drums, castanets, tambourines, autoharp, or harmolin. On 
the level, V-VI, the piano was experienced less than once 
a week with no occurrence of song bells, tonettes, fluto-
phones, recorders, triangles, rhythm sticks, drums, casta-
nets, tambourines, autoharp, or harmolin. 
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Frequency of creative activities. The first cre-
ative activity, writing a melody, heads the list of tabu-
lations in Table XIV. Of the three levels, the greatest 
frequency was noted on the III-IV level. Writing a poem 
was experienced less than once a week on the third level 
with a rating of non-frequency on the other two levels. 
Devising rhythmic accompaniment and making up new steps 
to dances were both grouped among creative experiences 
never occurring. c.reating new ways of singing songs 
showed a much higher frequency than the two former items. 
In the first level, creating suitable dramatizations was 
experienced less than once a week. This activity was not 
experienced as frequently on the other two levels. 
On the Grade I-II level, create suitable dramatiza-
tions occurred less than once a week, but write a melody, 
write a poem, devise rhythmic accompaniments, make up new 
steps to a dance, and create new ways of singing songs 
never occurred. On the III-IV level, the following cre-
ative activities never occurred: write a melody, write a 
poem, devise rhythmic accompaniments, make up new dance 
steps, create new ways of singing songs, and create suit-
able dramatizations. On the V-VI level, while write a 
poem occurred less than once a week, write a melody, de-
vise rhythmic accompaniments, make up new steps to a dance, 
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TABLE XIV 
FREQUENCY OF CREATIVE ACTIVITIES 
Grade-levels 
Activities I-II III-IV V-Vl 
Mean-Mode Mean-Mode Mean-Mode 
30. Write a melody 1.16 1 1.47 1 1.42 1 
31. Write a poem 1.16 1 1.35 1 1.50 1 
32. Devise rhythmic 
ace. 1.25 1 1.21 1 1.17 1 
33. Make up new steps 
to dances 1.25 1 1.20 1 1.14 1 
34. Create new ways 
of singing songs 1.41 1 1.31 1 1.34 1 
35. Create suitable 
dramatizations 1.70 1 1.30 1 1.26 1 
create new ways of singing songs, and create suitable 
dramatizations never occurred. 
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A further list of creative activities were mentioned 
by classroom teachers. On the I-II level, the following 
activities occurred: color illustrations, records during 
art, pick out tune on instruments, make up sentence songs, 
make up plays, make up fundamental movements, and pick out 
tunes. On the III-IV level, writing rhythm patterns, draw, 
indicate melody, indicate phrase line, and make simple 
instruments were some of the creative activities experi-
enced in elementary school classrooms . On the V-VI level, 
drawing to music, painting to music, writing plays, adding 
parts to songs, harmonizing, correlating music with art, 
and writing music comprise the creative activities reported 
by elementary classroom teachers. 
Frequency of music reading activities. Data rela-
tive to music reading activities are included in Table XV. 
Music reading readiness frequencies on all levels 
indicate that this activity is carried on in the elementary 
school classrooms weekly. Note reading by syllables is 
also a weekly activity on all three levels. As regards 
the item, note reading by numbers, the second level, that 
is III-IV, experienced this music reading activity every 
week. However, the first and third levels, experienced 
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TABLE XV 
FREQUENCY OF MUSIC READING ACTIVITIES 
Grade-levels 
Activities I-II III-IV V-VI 
Mean-Mode Mean-Mode Mean-Mode 
37. Music reading 
readiness 2.81 3 3.22 4 3.07 3 
38. Note reading 
a. by syllables 2.85 3 3.40 4 3.37 4 
b. by m.nnbers 2.11 1 2.61 3 2.41 3 
c. by letters 1.63 1 2.07 1 2.18 1 
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this music activity less than once a week. Note reading 
by letters was carried on less than once a week on all 
levels. 
Music reading readiness and note reading by sylla-
bles occurred weekly on all levels. Note reading by num-
bers and letters occurred less than once a week on all 
levels. 
On the I-II level the following additional music 
reading activities were experienced in the classroom and 
reported by elementary school classroom teachers: the use 
of flannel board, finger reading, staff study, use of 
flash cards, identification of lines and spaces, music 
identification games, associating words with the rhythm 
pattern, and developing visual discrimination. On the 
III-IV level, the following additional music reading activ-
ities took place: use of wall charts, flash cards, music 
quizzes, writing rhythmic patterns, tapping rhythms, chant-
ing, use of individual note cards, use of staff with mov-
able do, identifying tonal patterns, and sight singing. 
On the V-VI level, the following additional music reading 
activities took place: sight reading, use of flash cards, 
writing rhythm patterns, singing French songs, placing 
notes on the staff, naming keys, and reading music from 
the score. 
III. EQUIPMENT, MATERIALS, FESTIVAL PARTICI-
PATION AND GRADING CRITERIA 
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Basic series. Table XVI contains statistical data 
relative to the use of basic music readers in specific 
grades. According to data reported by elementary school 
classroom teachers, The American Singer was used in 65 
sixth grade classrooms, New Music Horizons in 2 sixth 
grade classrooms, We Sing and Praise in 11 sixth grade 
classrooms, Music Hour in 8 sixth grade classrooms, To 
God Through Music in 6 sixth grade classrooms, and Music 
For Life in 11 sixth grade classrooms. 
On the fifth grade level, The American Singer was 
the basic text in 61 classrooms, We Sing and Praise in 
8 classrooms, Music Hour in 5 classrooms, To God Through 
Music in 8 classrooms, and Music For Life in 11 class-
rooms. 
On the fourth grade level, The American Singer was 
used in 71 classrooms, ~Music Horizons in 1 classroom, 
Music For Living in 1 classroom, We Sing and Praise in 17 
classrooms, Music Hour in 7 classrooms, To God Through 
Music in 6 classrooms, and Music For Life in 15 classrooms. 
On the third grade level, The American Singer was 
used in 54 classrooms, We Sing and Praise in 12 classrooms, 
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TABLE XVI 
USE OF BASIC SERIES 
Series 
Specific grade-level 
6 5 4 3 2 1 
The American Singer 65 61 71 54 45 87 
New Music Horizons 2 0 1 0 1 0 
Music For Living 0 0 1 0 0 1 
We Sing and Praise 11 8 17 12 10 14 
Together We Sing 0 0 0 0 0 0 
Music Hour 8 5 7 0 1 1 
To God Through Music 6 8 6 7 7 6 
A Singing School 0 0 0 0 0 0 
Music For Life 18 11 15 12 15 25 
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To God Through Music in 7 classrooms, and Music For Life 
in 12 classrooms. 
On the second grade level, The American Singer was 
used in 45 classrooms, New Music Horizons in 1 classroom, 
We Sing and Praise in 10 classrooms, Music Hour in 1 
classroom, To God Through Music in 7 classrooms, and 
Music For Life in 15 classrooms. ~.-...-.---
On the first grade level, The American Singer was 
used in 87 classrooms, Music For Living in 1 classroom, 
We Sing and Praise in 14 classrooms, Music Hour in 1 class-
room, To God Through Music in 6 classrooms, and Music For 
Life in 25 classrooms. 
-
Other music series used in Grade I were The First 
Grade Book, Our Singing World Series. In Grade III, 
Juvenile Music and Merry Music were used as texts. In 
Grade IV, classroom teachers used Elementary Music and 
Songs From Many Lands. In Grade V, ~Land of Song was 
used. In Grade VI, The Music Education Series and Inter-
mediate Music were used. 
Seventy-six supplementary books were used by the 
classroom teachers of which the most commonly used were: 
The American Singer, Music For Living, To God Through 
Music, World of Music, ~and Rhythm Series, Music Hour, 
Music For Life, Together We Sing, Ward Series, Singing 
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School, Our Singing World, and Music For Young Americans. 
Appealing factors in basic series. The teacher 
respondents were requested to check factors that made 
their basic series appealing, irrespective of the par-
ticular series. Data relative to these factors are pre-
sented in Table XVII. 
In compiling data concerning the factors that were 
important to classroom teachers regarding the basic music 
text, it was noted that 82 teachers on the I-II level, 
111 teachers on the III-IV l evel, and 102 teachers on the 
V-VI level thought that the appearance of the book and 
format were of importance. In regard to the notation of 
the text, 73 teachers on the I-II level, 119 teachers on 
the III-IV level, and 107 teachers on the V-VI level be-
lieved that notation was an important factor in the selec-
tion of a basic music reader. The quality of paper used 
in the basic text was the next questionnaire item. Forty-
nine classroom teachers on the first level, 64 classroom 
teachers on the second level, and 45 classroom teachers 
on the third level regarded this factor to be of impor-
tance. In considering the illustrations that make up the 
basic text, 79 teachers on the first level, 117 teachers 
on the second level, and 101 teachers on the third level 
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TABLE XVII 
APPEALING FACTORS OF BASIC SERIES 
Grade-levels 
Factor I-II III-IV V-VI 
Appearance 82 111 102 
Notation 73 119 107 
Quality of paper 49 64 45 
Illustrations 79 117 101 
Size of book 67 89 82 
Variety of songs 167 167 166 
Song explanations 60 86 71 
Explanation of terms 45 76 76 
Teacher's Manual 56 56 48 
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considered this item of consequence. Sixty-seven teachers 
on the I-II level, 89 teachers on the III-IV level, and 82 
teachers on the V-VI level believed the size of the basic 
text to be of importance. The factor, a variety of songs, 
was listed by 167 teachers on the first level, 167 teachers 
on the second level, and by 166 teachers on the third level. 
Song explanations were considered to be important in a 
basic music text by 60 teachers of the I-II level, by 86 
teachers on the III-IV level, and by 76 teachers on the 
V-VI level. The importance of the Teacher's Manual was 
listed by 56 teachers on the first level, by 56 teachers on 
the second level, and by 48 teachers on the third level. 
On the first level, 82 teachers listed appearance, 
73 listed notation, 49 selected quality of paper, 79 
picked out illustrations, 67 noted the size of the book, 
167 chose variety of songs, 60 chose song explanations, 
forty-five checked explanations of terms, and 56 picked 
out Teacher's Manual. 
On the second level, 111 chose appearance, 119 
selected notation, 64 picked out quality of paper, 117 
listed illustrations, 89 noted size of book, 167 chose 
variety of songs, 86 cited song explanations, 76 showed 
a preference for explanations of terms, and 56 selected 
the Teacher's Manual. 
150 
On the V-VI level, 102 classroom teachers thought 
that appearance was very important, while 107 classroom 
teachers selected notation. Forty-five classroom teachers 
selected quality of paper, while 101 selected illustra-
tions. The size of the text was the elected choice of 82 
teachers, while 166 chose variety of material. Seventeen 
elementary school teachers chose song explanations, while 
76 teachers picked out explanation of terms as important. 
Forty-eight selected the Teacher's Manual. 
Other qualities that made their respective music 
texts appealing were offered by the respondents. Some 
factors were: tonal and rhythmic patterns, lesson plans, 
teacher's guides, pitch calls, charts, simple rote songs, 
chants, rhythm material, graded materials, and good print. 
These qualities were mentioned by teachers of the first 
level. 
On the second level, that of III-IV, the qualities 
mentioned as appealing in their basic music texts were: 
tonal and rhythmic patterns, lesson plans, teacher's guides, 
charts, chants, graded materials, good print, Gregorian 
repertoire, syllable helps, lives and works of composers, 
and a variety of material. 
On the third level, that of V-VI, other qualities 
appealing to teachers in their basic music texts were: 
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lessons plans, chant, graded material, good print, lives 
and works of composers, variety of material, record ac-
companiments, enjoyable songs, dance steps, art songs, 
creative activities, melodies and instrumental parts. 
~books. Data relative to the use of hymn 
books in elementary classrooms are presented in Table 
XVIII. According to Table XVIII, the hymn book entitled 
Pius X Hymnal was used in 25 sixth grade classrooms, 21 
fifth grade classrooms, 16 fourth grade classrooms, 12 
third grade classrooms, 12 second grade classrooms, and 
13 first grade classrooms. ~t. Gregory Hymnal was used 
by the sixth grade in 15 classrooms, by the fifth grade 
in 17 classrooms, by the fourth grade in 15 classrooms, 
by the third grade in 10 classrooms, by the second grade 
in 8 classrooms, and by the first grade in 9 classrooms . 
No Prayer Cards were used in sixth grade classrooms, but 
they were used in 2 fifth grade classrooms, in 5 fourth 
grade classrooms, in 10 third grade classrooms, in 8 
second grade classrooms, and in 19 first grade classrooms. 
The Mount Mary Hyrnnal was the hymnal used in 2 sixth grade 
classrooms, in 1 fifth grade classroom, in 1 fourth grade 
classroom, in 1 third grade classroom, in no second grade 
classroom, nor in any first grade classrooms. Sing to the 
Lord Hymnal was used in 35 sixth grade classrooms, 24 fifth 
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TABLE XVIII 
USE OF HYMN BOOKS IN THE GRADES 
Grade-levels 
Hymnal 
6 5 4 3 2 1 
Pius X 25 21 16 12 12 13 
St. Gregory 15 17 15 10 8 9 
Sing to the Lord 35 24 28 17 12 6 
Mount Mary 2 1 1 1 0 0 
Prayer Cards 0 2 5 10 8 19 
Others 28 22 18 14 8 6 
grade classrooms, in 28 fourth grade classrooms, in 17 
third grade classrooms, in 12 second grade classrooms, 
and in 9 first grade classrooms. 
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Other hymnals were used in the various grades. In 
the sixth grade classrooms, 28 different hymnals were 
used; in the fifth grade classrooms 22 different hymnals 
were used; in the fourth grade classrooms 18 different 
hymnals were used; in the third grade classrooms 14 differ-
ent hymnals were used; in the second grade classrooms 8 
different hymnals were used; and in the first grade class-
rooms 6 different hymnals were used. 
Chant books. Data relative to the use of chant 
books are presented in Table XIX. 
Name 
Standard Chant 
Kyriale 
Other chant books 
TABLE XIX 
USE OF CHANT BOOKS 
Grade-levels 
6 
74 
6 
5 
5 
64 
2 
11 
4 
63 
6 
6 
3 
9 
1 
0 
2 
5 
0 
0 
1 
7 
0 
0 
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Compiled data from the questionnaire form revealed 
that 74 sixth grade classrooms used the Standard Chant as 
did 64 fifth grade classrooms, 63 fourth grade classrooms, 
9 third grade classrooms, 5 second grade classrooms, and 
7 first grade classrooms. Six sixth grade classrooms 
used the Kyriale as did 2 fifth grade classrooms, 6 fourth 
grade classrooms, 1 third grade classroom, no second grade 
classroom, and no first grade classroom. Other chant books 
were used with the following frequency: Grade Six used 5 
different chant books, Grade Five used 11 different chant 
books, Grade Four used 6 different chant books. 
Other hymn and chant books used as supplementary 
books included the following: Cardinal Hymnal, ~ For 
Congregational Use, New Catholic ~ Book, New Basil 
~Book, St. Rose Hymnal, Our Parish Prays and Sings, 
Cantate Omnes, Laudate Dominum, Modern Chant, Parish 
Kyriale, People's Mass, Chant of the Church, Plain Chant 
for Schools, Liber, Cantes et Processiones et Benedictiones, 
and The Mass. 
Audio-visual equipment . According to music edu-
cators, the use of audio-visual equipment is helpful in 
implementing a successful elementary school music program. 
Data compiled from the questionnaire form relative to audio-
visual equipment available on a grade level basis are 
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presented in Table XX. 
Eighty-two classrooms on the I-II level were equipped 
with sound projectors, as were 80 classrooms on the III-IV 
level, and 104 classrooms on the V-VI level. Screens are 
present in 91 I-II level classrooms, in 87 III-IV level 
classrooms, and in 107 V-VI level classrooms. Films were 
a part of the equipment in 68 I-II level classrooms, in 
74 III-IV level classrooms, and in 74 V-VI level classrooms. 
Record players were present in 170 first level classrooms, 
in 188 second level classrooms , and in 187 third level 
classrooms. Seventy-two classrooms were equipped with tape 
recorders on the first level, 76 on the second level, and 
85 on the third level . Records were available in 177 
classrooms on the first level, in 183 classrooms on the 
second level, and in 180 classrooms on the third level. 
The use of a piano was available to 154 classroom teachers 
on level I-II, to 142 classroom teachers on level III-IV, 
and to 147 classroom teachers on level V-VI. Fifteen 
classroom teachers made use of the autoharp on the first 
level, 15 teachers on the second level, and 17 teachers on 
the third level. Song bells were used as equipment in 49 
classrooms on the first level, in 32 classrooms on the 
second level, and in 32 classrooms on the third level. 
Thirty-two elementary teachers used the xylophone as 
46. 
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TABLE XX 
AUDIO-VISUAL EQUIPMENT AVAILABLE 
Grade-levels 
I-II III-IV 
Audio-visual equipment 
a. Sound projector 82 80 
b. Screen 91 87 
c. Films 68 74 
d. Record player 170 188 
e. Tape recorder 72 76 
f. Records 177 183 
g. Piano 154 142 
h. Auto harp 15 15 
i. Song bells 49 32 
j. Xylophone 32 16 
k. Rhythm sticks 111 50 
1. Tone blocks 49 24 
m. Drums 68 34 
n. Tambourines 82 40 
o. Staff liner 173 173 
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V-Vi 
104 
107 
74 
187 
85 
180 
147 
17 
32 
18 
36 
26 
31 
34 
174 
equipment on the first level, 16 on the second level, 
and 18 on the third level. Rhythm sticks were used as 
equipment by 111 teachers on level I-II, by 50 teachers 
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on level III-IV, and by 36 teachers on level V-VI. On 
level I-II, 49 classroom teachers made use of tone blocks, 
24 teachers on level III-IV, and 26 teachers on level V-VI. 
Drums were utilized as equipment by 68 teachers on level 
I-II, by 34 teachers on level III-IV, and by 31 teachers 
on level V-VI. In the I-II level in elementary school 
classrooms, 82 teachers made use of tambourines as equip-
ment, as did 40 teachers on the III-IV level, and 34 
teachers on the V-VI level. The staff liner was used by 
175 elementary school teachers on the first level, by 173 
teachers on the second level, and by 174 teachers on the 
third level. 
In reporting audio-visual equipment on the I-II 
level, it was noted that 82 classrooms had the use of a 
sound projector. In 91 classrooms a screen was used to 
implement the music program. Sixty-eight classrooms were 
equipped with films. Record players were reported as 
existing in 170 classrooms, while tape recorders were 
noted in 72 classrooms. Classroom teachers to the number 
of 177 reported records in their classrooms, while 194 
had access to a piano. Autoharps were available in 15 
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rooms, while song bells were available in 49 rooms. 
Thirty-two teachers listed xylophones as equipment, while 
111 mentioned rhythm sticks . Tone blocks were checked 
for use in 49 classrooms, and drums in 68. Tambourines 
were available in 82 classrooms, while staff liners were 
used as equipment in 173 classrooms. 
On the III-IV level, sound projectors were in use 
in 80 classrooms, while screens were present in 87 rooms. 
Seventy-four teachers reported that they had the use of 
films, while 188 reported the use of record players. 
Tape recorders were checked by 76 elementary school 
teachers , while 183 teachers reported the use of records 
in their classrooms. One hundred forty-two teachers re-
ported having access to a piano, but only 15 had access 
to autoharps. Song bells were listed as equipment by 
32 teachers, but only 16 teachers checked the item, 
xylophone . Fifty teachers reported that they had the use 
of rhythm sticks, while only 24 made mention of tone 
blocks. Drums were checked by 34 teachers, tamourines by 
40 teachers, and staff liners by 173 elementary teachers. 
On the V-VI level, sound projectors were checked 
by 104 teachers, screens by 107 teachers, and films by 
74 teachers. One hundred eighty-seven teachers reported 
the use of record players, 85 teachers checked tape 
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recorders , and 180 teachers reported the use of records in 
the implementation of their school music program. One 
hundred forty-seven teachers mentioned the use of pianos, 
17 teachers checked autoharps , and 32 elementary school 
teachers noted the item, song bells. The xylophone was 
listed by 18 classroom teachers , rhythm sticks by 36 
teachers, and tone blocks by 26 classroom teachers. Drums 
were mentioned by 32 teachers, tambourines by 34 teachers, 
and staff liners by 174 elementary teachers on this level . 
School participation in festivals. Data relative 
to school participation in festivals are presented in 
Table XXI. 
Grade-levels 
Grades I-II 
Grades III-IV 
Grades V-VI 
TABLE XXI 
SCHOOL PARTICIPATION IN FESTIVALS 
Yes 
87 
76 
89 
No 
112 
123 
96 
From data relative to school participation in 
festivals, it was noted that on Grade level I-II, 87 
schools are mentioned as participating, and 112 schools 
as not participating. In the Grade III-IV level, 76 
schools are listed as having taken part in festivals, 
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and 123 schools were reported to have taken part in festi-
vals, while 96 did not take part in festivals. 
"Yes" responses were received from 87 schools on 
the Grade I-II level, from 76 schools on the III-IV level, 
and from 89 schools on the V-VI level. "No" responses 
were received from 112 schools on the Grade I-II level, 
from 123 schools on the Grade III-IV level, and from 96 
schools on the Grade V-VI level. 
Criteria for grading . Elementary school teachers 
were requested to attach importance to certain presented 
criteria in grading students. Data relative to these 
criteria are presented in Tables XXII, XXIII, XXIV. 
A consideration of the data presented in Table 
XXII revealed that 48 teachers on the Grade level I-II 
thought that vocal ability was of the greatest importance. 
Fifty teachers believed that vocal ability was of great 
importance. Seventy-eight teachers believed that vocal 
ability was important, while 14 believed vocal ability 
Criteria 
Vocal ability 
Attitude 
Music reading 
Ability to hold part 
Tests 
TABLE XXII 
CRITERIA FOR GRADING 
GRADES I-II 
Ratings of importance 
5 
48 
105 
23 
10 
7 
4 
50 
48 
54 
23 
6 
3 
78 
36 
59 
66 
38 
2 
14 
4 
41 
32 
47 
1 
8 
2 
7 
27 
61 
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to be only slightly important , with 4 teachers believing 
vocal ability to be of no importance. 
One hundred five teachers regarded attitude of the 
greatest importance, 48 of great importance, 36 of im-
portance, 4 slightly important, and 2 of no importance. 
Twenty-three teachers believed music reading to be of 
the greatest importance, 54 of great importance, 59 of 
importance, 41 of slight importance, and 7 of no importance. 
Ten teachers regarded the ability to hold a part of the 
greatest importance, 23 of great importance, 66 of 
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importance, 32 of slight importance, and 27 of no impor-
tance. Seven classroom teachers believed that tests were 
of the greatest importance, 6 of great importance, 58 of 
importance, 47 of slight importance, and 61 of no importance. 
Data relative to criteria for grading on the Grade 
III-IV level are presented in Table XXIII. 
TABLE XXIII 
CRITERIA FOR GRADING 
GRADES III-IV 
Criteria 
Ratings of importance 
Vocal ability 
Attitude 
Music reading 
Ability to hold part 
Tests 
5 4 
21 51 
108 39 
49 85 
13 28 
6 116 
3 
90 
43 
54 
79 
66 
2 
17 
4 
5 
36 
57 
According to the data recorded in Table XXIII 
1 
3 
0 
0 
16 
32 
21 teachers of the Grade III-IV level regarded vocal 
ability of the greatest importance, 51 of great importance, 
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90 of importance, 17 of slight importance, and 3 of no 
importance. One hundred eight teachers believed that 
attitude was of the greatest importance, 39 of great im-
portance, 43 of importance, 4 of slight importance, and 
none of no importance. Forty-nine teachers considered 
music reading of the greatest importance, 85 of great 
importance, 54 of importance, ? of slight importance, and 
none of no importance. Thirteen teachers believed that 
the ability to hold a part was of the greatest importance, 
28 of great importance, 78 of importance, 36 of slight 
importance, and 16 of no importance. Six teachers believed 
that tests were of the greatest importance, 16 of great 
importance, 66 of importance, 57 of slight importance, 
and 32 of no importance. 
Data relative to criteria for grading on the Grade 
V-VI level are presented in Table XXIV. Twenty-eight 
classroom teachers on this level believed that vocal 
ability was of the greatest importance, 48 of great im-
portance, 78 of importance, 21 of slight importance, and 
3 of no importance. Ninety-nine teachers believed that 
attitude was of the greatest importance, 45 of great im-
portance, 37 of importance, 4 of slight importance, and 
none of no importance. Forty-four teachers considered 
music reading of greatest importance, 80 of great 
TABLE XXIV 
CRITERIA FOR GRADING 
GRADES V·VI 
Criteria 
Ratings of importance 
Vocal ability 
Attitude 
Music reading 
Ability to hold part 
Tests 
5 
28 
99 
44 
13 
8 
4 
48 
45 
80 
42 
20 
3 
78 
37 
53 
81 
66 
2 
21 
4 
5 
37 
58 
1 
3 
0 
1 
5 
29 
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importance, 53 of importance, 5 of slight importance, and 
1 of not importance. Thirteen teachers regarded ability 
to hold part of the greatest importance, 20 of great im-
portance, 66 of importance, 58 of slight importance, and 
29 of no importance. 
IV. SUMMARY 
Original data compiled from the questionnaire 
survey form were presented in this chapter. The first 
section was concerned with general information regarding 
the schools selected, the number of full-time music 
teachers, the classroom visits of music teachers, the 
instrumental and musical backgrounds of the classroom 
teachers, as well as a listing of specific music areas 
in which classroom teachers expressed a desire for 
greater knowledge. 
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The second section of the chapter was concerned 
with findings relative to specific music activities on the 
elementary school level. In section three, facts relative 
to materials, equipment, festival participation, and grad-
ing were revealed. 
Statisti cal information in section one was tabu-
lated according to actual findings. In section two, the 
points of central tendency, the mean and the mode, were 
presented for each specific music activity. The data in 
section three were presented from actual findings. All 
unrefined data not included in this chapter will be found 
in Appendix A. 
CHAPTER VI 
SUMMARY, CONCLUSIONS AND RECOMMENDATIONS 
The purposes of this study were as follows: (1) to 
analyze elementary school music objectives and practices 
specifically recommended by leading music educators, (2) to 
investigate current music education practices in the ele-
mentary schools of the Archdiocese of Boston, and (3) to 
evaluate these music practices in their approximation to 
the recommendations of authoritative writers in music edu-
cation . 
For the purpose of determining and analyzing recom-
mended elementary school music objectives, practices, and 
materials, an extensive research was made of professional 
writings in the area of elementary music education. 
Sources used in this research included the professional 
writings of leading music educators, learned publications 
on music education, yearbooks and bulletins of music edu-
cation organizations, as well as periodicals, manuals, 
guide books and many unpublished writings, including 
Master's theses and Doctoral dissertations. 
For the purpose of collecting factual data regard-
ing music practices and materials the questionnaire 
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technique was undertaken. Questionnaires were sent to 
231 elementary schools of the Archdiocese of Boston, oper-
ating under the patronage of his Eminence, Richard 
Cardinal Cushing, Archbishop of Boston, and under the im-
mediate direction of the Right Reverend Timothy F. O'Leary, 
Superintendent of the Department of Education. 
An evaluation of music practices and materials as 
found in elementary schools of the Boston Archdiocese was 
undertaken in the light of their approximation to recom-
mendations of authoritative writers in music education. 
I. FINDINGS AND IMPLICATIONS 
The findings of this investigation were presented 
in accordance with the following divisions of the prob-
lem: (1) objectives and activities specifically recom-
mended by leading music educators, (2) current music edu-
cation objectives, practices and materials in elementary 
schools of the Archdiocese of Boston, and (3) the evalua-
tion of these music activities in their approximation to 
recommendations of outstanding music educators. 
Recommended Music Activities 
Singing activities. The most important phase of 
the music program was found to be singing which offered 
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an excellent means of self-expression, and provided a means 
of spiritual and emotional expression. Singing was con-
sidered to be that area of the music program that intro-
duced the child to music more completely and quickly than 
any other experience the school offered. As the control 
of the child's voice was recognized as a developmental ac-
tivity, the child's desire to sing was considered to be the 
most important single factor influencing the control of his 
voice. Today, more than ever before, music educators have 
discovered that the attainment of pleasurable and correct 
voice quality in children's singing is psychological as 
well as physical. In treating individual differences, the 
teacher was urged by music educators to teach many easy 
songs, games and dances in a relaxed atmosphere in which 
the child would have time to find his voice placement. 
Other phases of the music program included help for 
"hesitant singers" so that success might attend some area 
of their music study. Singing in unison was recommended in 
order to develop a sense of sharing and belonging which was 
important to the child's development as a person, and which 
enriched the child's music background with a wide reper-
toire of all types of songs. In the selection of songs, 
the teacher was advised to select songs that would appeal 
to all the children. Songs with rhythmic appeal, such as 
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action songs, singing games, singing folk dances, panto-
mines, and dramatizations were considered to be very im-
portant for the child because they offered opportunities 
for self-expression which was very necessary for the child's 
wholesome development. Songs with melodic appeal, especi-
ally folk songs, were believed to broaden the child's cul-
tural horizons. Many chants were recommended for the 
early elementary grades, introducing the child into the 
liturgical life of the Church. 
Many educators were unanimous in their recommenda-
tion of early harmonic readiness in the lower elementary 
grades. The singing of rounds, descants, and harmonic 
endings were suggested as being effective devices in im-
plementing the harmonic readiness program. Writers felt 
that many harmony readiness experiences prepared the way 
for a successful harmony program in the upper grades. 
Singing with accompaniment was strongly recommended 
as providing a rich setting for the song. The piano, 
violin, flute, clarinet, and autoharp were highly recom-
mended as instruments for song accompaniments. Rhythmic 
instruments were suggested as a striking type of song ac-
companiment. It was felt that rhythmic instruments en-
abled the child to feel more vibrantly the pulsation of 
the beat. Oftentimes, it was noted, that creativity was 
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encouraged by having the children create rhythmic accom-
paniments to songs. Rhythm instruments were considered 
to be instruments which were easy to learn and to play. 
The joy of expressing himself rhythmically, coupled with 
the strengthening of the rhythmic sense, was believed to 
make rhythmic accompaniments important in contributing 
to the musical growth of the child. 
Rhythmic activities. Reading emphasized the fact 
that since rhythm is a very natural part of the universe, 
and of the bodily movements of human beings, rhythmic 
activities, are a very positive contribution to the 
child's growth and development. It was believed that the 
rhythmic movement and expressiveness that rhythm adds to 
activities increased the child's interest in musical learn-
ing. Before the child could understand rhythm, it was 
deemed necessary that he develop a feeling for rhythm. 
By expressing fundamental rhythms, games dances, panto-
mines, and creative expressions, the child would in time 
come to associate the rhythmic feeling with a notational 
pattern. Much emphasis was placed on the fact that the 
child understand with greater comprehension the meaning of 
the notation because of his previous rhythmic experiences. 
Singing games, folk dances, and action songs were all 
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recommended as playing an important role in developing the 
child's feeling for rhythm. The playing of rhythm instru-
ments was recommended as a delightful means of developing 
rhythmic feeling, and of associating this feeling with 
note symbols. In the Catholic school it was urged that 
the child be introduced early to the free rhythm of chant, 
contrasting it with the definite recurrence of the beat in 
measured music. The free undulating rhythm of the chant 
with its groups of two's and three's formed a definite 
rhythmic contrast to the rhythmic flow of measured rhythm. 
Catholic music educators felt that as the words of the 
chant expressed thoughts of heavenly import, so too, their 
rhythm, uniting with the chant melody, expressed most per-
fectly themeaning of the spiritual message embodied in the 
words. 
Listening activities. Quite unanimously, listening 
was felt to be an area of music not confined to its own 
realm, but permeating all phases of the music program. It 
was felt that listening was basic to the music program, 
and that the child should be guided in listening to a well-
rounded listening program. Of all the media highly recom-
mended for use in the listening program, the most highly 
recommended was the record player. Easy of access, easy 
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to manipulate and carry from place to place, the record 
player, according to the writers, had the advantage over 
other current media of being the instrument on which 
records might be played over and over for both enjoyment 
and learning. It was felt that children might be encour-
aged to own their own record players, and build up a 
personal record library for their own enrichment. It was 
noted that many schools have started record libraries to 
which the various classrooms have recourse for desired 
records. The radio was cited as another device for listen-
ing. It was suggested that many excellent programs both 
on the radio and television would be enriching musical 
experiences. Film-strips were considered ideal for teach-
ing purposes, provided the teacher previewed the films be-
fore presenting them to the class, prepared the class for 
the film presentation, and conducted a follow-up lesson. 
Of course, it was felt that no listening media could com-
pete with live performance, that is the actual hearing the 
group or individual artists perform. Consequently, it was 
thoroughly advocated that concerts should be presented in 
the classroom and in the school auditorium. It was also 
advocated that children be encouraged to attend concerts 
outside of school. 
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It was found to be very important that the listening 
program be one which evoked responses from the children. 
They might respond by singing with the records, respond 
physically to the record, respond creatively by a personal 
interpretation of the music heard, or by adding an instru-
mental part either melodically or rhythmically to the 
record. 
Reflective listening was recommended in the follow-
ing areas: identification of rhythm patterns, distinguish-
ing moods, association of the story with the music, dis-
tinguishing instruments, knowledge of composers, and 
recognition of dances of other lands. 
Music reading readiness and music reading activ-
ities. Many rote songs, according to the writers, opened 
up vistas of music to young children. By imitative learn-
ing, th~acquired a repertoire of varied songs which on 
their own level, they would have been unable to acquire in 
any other way. All the varied, meaningful activities that 
made up an interesting and appealing music program con-
tributed conjointly to prepare the child for music reading. 
We are told that these manifold experiences in all music 
areas developed a feeling for music and a greater under-
standing of it. As these experiences broadened through 
the elementary school years, the desire and need to see 
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music expressed visually, and the possible desire to ex-
press it notationally, urged the child to comprehend the 
visible symbols found in music readers. Most educators 
favored the use of the syllables as a means of helping the 
child in music reading. Others also included the use of 
numbers, while a few others advocated the use of letters. 
It was generally conceded that if the child's background 
was well-rounded musically, he would find little difficulty 
in grasping notational symbols, and in making the connec-
tion between the ear, the eye, and the understanding. At 
about the fourth grade level, it was suggested that chant 
notation be introduced after a period of chant-preparedness 
by singing many rote chants and feeling the rhythm of their 
unmetered melodies. 
Creative activities. Great emphasis was focused on 
the fact that the creative aspects of the music program 
had great possibilities for children. Writers believed 
that the classroom teacher, providing a background free of 
tensions, a relaxed atmosphere, and a feeling of mutual 
trust and confidence, was the key person in the creative 
process. It was noted that the children, living as they 
do in a world of "make-believe," arrived at school having 
had much experience in making up their own little tunes. 
Encouragement from the teacher, at this point, would spur 
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along this activity which would gradually unfold under her 
guidance. We are told that by listening the children will 
give evidence of their creative ability in various ways . 
Fundamental movements may be employed or elaborated. Floor 
patterns, new dance steps, or any new rhythmic or creative 
contribution, may evince creative ability. Writers stated 
that the teacher's encouragement was one of the major fac-
tors for helping a group to express itself creatively. It 
was believed that in creative listening the child might 
broaden his understanding of the form of music. Music 
educators recommended that when sensitive teachers pro-
vided the atmosphere, and gained skills for stimulating 
and fostering creative activities, the miracle would be 
more likely to happen. 
Existing Practices in Music Education in Elementary Schools 
of the Archdiocese of Boston 
-- -
General information. Questionnaires were mailed to 
a total of 231 Catholic elementary schools of the Arch-
diocese of Boston. Returns were received from 222 schools, 
constituting a 96.1 per cent return. The number of re-
spondents answering the survey form totalled 634. On each 
level, the respondents reported that more than twice as 
many classroom teachers had no full-time music teacher on 
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the school faculty as had a music teacher. In schools 
where there were music teachers on the school faculty, it 
was noted on every level that the music teachers visited 
the classrooms less than twice a month. About one-half of 
the number of music teachers made weekly visits to the 
classrooms . More than one-half the number of respondents 
on each level played instruments. Among those who played 
instruments, the keyboard instruments were by far the most 
popular . The next most quoted section of instruments was 
the strings. The most quoted courses taken by the re-
spondents in their pre-service training were Church Music 
and Music Education. The number of respondents who had 
access to a piano in teaching comprised over one-half of 
the number reporting, with the greatest number in the 
Grade I-II level. More than one-half the respondents re-
ported that they had not attended workshops in music. The 
greatest number of respondents requested help in creative 
activities, and the next most requested area was that of 
rhythm. 
Specific music activities . The following singing 
activities: tone matching, scale singing, rote singing, 
singing without piano accompaniment, rote chant, and aids 
to "hesitant singers" received higher frequency ratings 
than other singing activities on the three grade levels. 
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Singing in harmony and descants received higher frequency 
ratings on the Grade III-IV and Grade V-VI levels. An 
increase of frequency was noted from the lowest to the 
highest levels in rounds, descants, two-part songs, three-
part songs, and rote chants. 
In the area of rhythmic activities, free bodily 
movement and chanting words received higher frequencies 
on all levels than all other rhythmic activities speci-
fied. Free bodily movement, marching, skipping, hopping, 
chanting words, singing games, and dramatizations re-
ceived higher frequencies on the Grade I-II level than on 
other levels . Folk dancing received its highest frequency 
on the Grade III-IV level. 
In the listening area, the highest frequencies on 
the Grade I-II level were records, listening to derive 
enjoyment, listening to learn songs, and listening to 
learn chants and hymns. The highest frequencies on the 
Grade III-IV level were records, listening to learn about 
the lives and works of the composers, listening to learn 
songs, and listening to derive enjoyment. The highest 
frequencies on the Grade V-VI level were records, listen-
ing to derive enjoyment, listening to learn about the 
lives and works of the composers, television, and listening 
to learn about form. 
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In regard to playing instruments, the frequencies 
indicated that these activities were for the most part 
engaged in less than twice a month. However, the greatest 
number of frequencies occurred on the Grade I-II level. 
The frequencies of the use of the piano, triangle, and 
rhythm sticks were the highest of all the playing instru-
ment frequencies. 
Although the frequency rating for creative activi-
ties, the highest creative activities on the I-II level 
were creating suitable dramatizations, and creating new 
ways of singing songs. On the Grade III-IV level, the 
highest creative frequencies were noted in writing a 
melody, write a poem, create new ways of singing songs, 
and create suitable dramatizations. On the Grade V-VI 
level, the highest frequencies were noted in write a poem, 
write a melody, create new ways of singing a song, and 
create suitable dramatizations. 
Of all music activities, the music reading frequen-
cies scored the highest ratings. The highest frequency 
rating on the Grade I-II level were note reading by sylla-
bles, and music reading readiness. On the III-IV level, 
highest frequency ratings included music reading readiness 
and note reading by syllables. On the V-VI level, the 
highest frequencies were in note reading by syllables and 
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music reading readiness. 
Materials, equipment, festivals, and grading cri-
teria. Of all the music readers mentioned, the most fre-
quently used in all the grades was The American Singer, 
with Music For Life a close second, and We Sing and Praise 
in third place. Seventy-six supplementary music readers 
were used by the classroom teachers besides their regular 
basic text. The following factors were found to be ap-
pealing to teachers in their basic music readers on the 
Grade I-II level: variety of songs, appearance, illustra-
tions, notation, size of book song explanations, Teacher's 
Manual, quality of paper, and explanation of terms. These 
factors were expressed in order of descending frequency. 
On the Grade III-IV level, the following factors were 
noted: variety of songs, notation, appearance, illustra-
tions, size of book song explanations, explanations of 
terms, quality of paper, and Teacher's Manual. On the 
Grade V-VI level, the following factors were cited: 
variety of songs, notation, appearance, illustrations, size 
of book, explanation of terms, song explanations, and 
Teacher's Manual. 
The most frequently used hymn book in the class-
rooms was Sing to the Lord, followed by Pius X Hymnal and 
St. Gregory Hymnal. 
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By far, the most popular chant book in the class-
rooms was The Standard Chant Book. Other hymn and chant 
books were used as supplementary books. 
With reference to the use of audio-visual equip-
ment, the I-II level considered the following equipment 
as most frequently used for the implementation of a suc-
cessful school music program: records, record player, 
staff liner, rhythm sticks, and piano. On the Grade III-
IV level, the most frequently used equipment included: 
record player, records, staff liner, screen and sound 
projector. 
In reference to festival-participation of the 
schools, less than one-half of the respondents reported 
that their schools took part in music festivals. 
On all levels, the general consensus of opinion 
regarding grading criteria was that the child's attitude 
was the most important factor in grading him. Where vo-
cal ability was rated second place on the Grade I-II 
level, music reading occupied that place on the two upper 
levels. It was noted that testing received a low impor-
tance rating on all three levels. 
II. CONCLUSIONS 
The research presented in Chapter III has been used 
as a general frame of reference in the evaluation of the 
music program of t he elementar y schools of the Boston 
Archdiocese . 
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Music literature concerned with singing activities 
stated that singing was the most prevalent area of the 
music program. The literature suggested the inclusion of 
many singing activities in the classroom, such as many 
rote songs, tone matching, singing games, a great deal of 
unison singing, with the classroom teacher as the key per-
son in the music program. It was emphasized that the 
teacher ' s choice of songs should include those with 
melodic and rhythmic appeal. The songs should be of in-
terest to the children. In building a harmony-readiness 
program, the literature suggested many rounds, descants, 
dialogue songs, the adding of endings to songs, and the 
singing of chord roots . Singing with accompaniment was 
believed to encourage good tone quality and enrichen the 
musical experiences of the child. 
According to the data, tabulated from the inquiry 
forms , tone matching, scale singing, rote singing and 
singing without accompaniment were frequent music activ-
ities experienced in elementary school classrooms on all 
levels. Attention was given to the gifted singer as 
well as to the "hesitant singer." Experiences in singing 
songs with piano and autoharp accompaniment were few if 
any. Rounds were sung with some degree of frequency on 
the two upper levels, but not as much could be said of 
descants. On the third level, two-part songs were en-
gaged in with a good measure of frequency. 
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In the areas of tone matching, scale singing, and 
singing without accompaniment, the elementary classrooms 
measured up to the standards set by the literature. 
However, the literature stresses a far richer harmony 
readiness program than was experienced in the elementary 
schools surveyed in this study. The use of accompani-
ments, especially that of piano and autoharp, showed a 
considerable digression from the standards suggested in 
the literature. However, in accordance with the opinions 
of leading music educators, attention was directed by 
classroom teachers to assisting both the gifted singer 
and the "hesitant singer." 
With reference to the rhythm program, the liter-
ature emphasized the rhythmic development of the large 
muscles, thereby insuring rhythmic coordination with the 
discovery of rhythmic control. The literature explained 
that the mathematical approach to rhythm failed of its 
purpose, and that teachers should provide the children 
with rhythmic experiences that would enable them to feel 
the rhythm, before attempting to comprehend its rhythmic 
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proportions. The child's earliest rhythmic responses would 
evolve from his singing experiences, and would result in 
fundamental movements. Through frequent rhythmic experi-
ences, the children would find joy in this music activity 
which would in turn find expression in creative movements. 
A rich music background of songs, melodic and rhythmic ac-
companiments, and a great deal of listening would prepare 
the child for a satisfying rhythmic program. The liter-
ature suggested the use of rhythm instruments for the 
development of rhythmic feeling. Among the rhythmic 
responses suggested were the following: action songs, 
singing games, and folk dances. The actual playing of 
simple tonal instruments as well as participation in a 
rhythm band were considered as excellent rhythmic experi-
ences for the child. Through many interesting rhythmic 
experiences, the desire to see visually the rhythmic no-
tation of what he felt, would awaken in the child. 
According to the data collected in this survey, free 
bodily movement was engaged in weekly by the two lower 
levels, and less frequently on the third level. Funda-
mental rhythms, a weekly activity on the first level, de-
creased in frequency at the higher levels. Chanting words 
was a frequent activity, but folk dancing was rarely or 
never experienced. Singing games were frequent on the 
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first level, but were rarely taken on the two upper levels. 
Dramatization was engaged in weekly on the I-II level, but 
never occurred on the other two levels. 
Elementary school children of the Boston Archdio-
cese experienced many of the rhythmic activities suggested 
by the literature. Fundamental movements were frequently 
experienced, but folk dancing fell short of the literature 
standards proposed by music educators. It was noted, also, 
that playing instruments had a low frequency, and singing 
games were not continued through all levels of the ele-
mentary school. 
Music education literature stated that listening 
activities were basic to the entire music program. Cur-
rent literature suggested the following media: record 
player, radio, television, film-strip, and live performance. 
Among the responses to active listening were found the fol-
lowing: singing, rhythmic, creative and instrumental. 
Reflective listening activities included: identification 
of rhythm patterns, distinguishing moods, association of 
words and story with the music, distinguishing instruments, 
and dances of other lands. 
According to survey statistics, opportunities to 
listen to live performance were not experienced as often 
as the literature suggested, but the use of the record 
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player had a high degree of frequency. Listening for en-
joyment was not carried through all the grade levels. In 
the area of reflective listening, the emphasis was on a 
few listening activities rather than on the broad scope of 
many activities. Certain areas of the listening program 
were never experienced in some elementary classrooms. 
The playing of instruments was found to be stressed 
in professional literature on music education. The instru-
ments might be played individually, or in groups, or as 
accompaniments. The music and soci al experiences of play-
ing an instrument were considered to be of value to the 
growth of the child. Accompaniments served to enhance the 
beauty of songs, provided stirring rhythms for marches and 
dances, and evoked the child's creativity by encouraging 
him to create tonal and rhythmic additions to the music. 
According to survey statistics, there was little 
playing of instruments in the elementary classrooms, either 
for individual use or for accompaniments. 
It was noted that the tonal and rhythmic instruments 
did not have the frequency of use that was suggested by 
music education literature. 
Creative activities were found to be important in 
bringing to fruition the creative power dormant within the 
child. According to professional literature, the following 
creative activities were suggested: creative singing, 
writing music creatively, creative rhythms and creative 
listening. 
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From survey statistics it was noted that creative 
activities were experienced very infrequently on the 
elementary school level. 
Music education literature thoroughly recommended 
a rich background of activities in singing, rhythm, lis-
tening, playing instruments, and creative areas which 
would help to prepare the child for his approach to music 
reading. The music reading readiness program consisted 
of a program of such preparation for the actual inde-
pendent reading of notation. The use of syllables and 
numbers was favored with less regard for the use of let-
ters. 
Survey statistics show a high frequency for music 
reading on all levels of the elementary school. The 
greatest frequency was experienced in singing and reading 
with syllables. 
The survey indicates that elementary classrooms 
measured favorably in music reading with the standards set 
by professional literature in this area. 
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III. RECOMMENDATIONS 
The following recommendations are made as a result 
of this study: 
1 . Classroom teachers should be encouraged to in-
crease their interest in the music program, and to insure 
continuation of this interest through a series of work-
shops. 
2. It is suggested that the workshops should be 
instrumental in clarifying the objectives of the music 
program, as well as in providing many demonstration tech-
niques, rich in participating experiences for the teachers, 
so that, in turn, they may use these objectives and pro-
cedures in their respective classrooms. 
3 . Special emphasis should be given to the areas 
of creativity and rhythm which in this study showed a lack 
of frequency of experiences. Success in classroom experi-
ences in creativity and rhythm will only be brought to 
fruition when the individual classroom teacher is aided to 
develop a greater knowledge of the potentialities offered 
by both these areas . There will emerge a deeper under-
standing of the importance of creative and rhythmic experi-
ences in the total musical growth of the child. 
4. These workshops should provide the classroom 
teacher with an understanding of and experience with some 
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tonal and rhythmic instruments, so that she may introduce 
these instruments to her class, and use them to increase 
the musical growth of her group. 
5. Classroom teachers should become acquainted with 
a wealth of harmony-readiness devices that can be used so 
easily in the classroom. In connection with this, the 
autoharp is suggested for chording. Current literature 
strongly advocates the use of the autoharp as an instrument 
that will provide both harmonic and rhythmic enrichment. 
One of the most important features of the autoharp is that 
it is easily played, and can therefore be readily mastered 
by children and teacher. 
6. Classroom teachers should be encouraged to have 
ample recourse to their music supervisors in conference and 
through classroom demonstration. Such help continuously 
and systematically given could help to continue the growth 
which was initiated in the workshop. Thus a successful 
music program could be fostered and encouraged in Catholic 
schools. 
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APPENDIX A 
UNREFINED DATA 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
10. 
TABLE XXV 
FREQUENCY OF SINGING ACTIVITIES 
GRADES I-II 
Activities 
Frequency 
4 3 2 
Tone matching 114 62 21 
Scale singing 132 66 13 
Rote singing 161 32 11 
Singing with 
piano ace. 23 29 70 
Singing with 
autoharp ace. 2 2 5 
Singing without 
ace. 159 30 10 
Singing in harmony 
a. Rounds 3 22 69 
b. Descants 4 2 8 
c. Two-part songs 1 2 4 
d. Three-part songs 1 0 3 
Rote chants 59 68 53 
Aids to hesitant 
singers 58 74 52 
Attention to gifted 
singers 12 37 85 
200 
1 
11 
4 
3 
81 
174 
7 
90 
151 
153 
159 
34 
13 
51 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
8. 
9. 
10. 
TABLE XXVI 
FREQUENCY OF SINGING ACTIVITIES 
GRADES III-IV 
Activities 
Frequency 
4 3 2 
Tone matching 79 75 34 
Scale singing 135 65 8 
Rote singing 107 79 23 
Singing with 
piano ace. 15 36 64 
Singing with 
autoharp ace. 1 3 9 
Singing without 
ace. 168 34 11 
Singing in harmony 
a. Rounds 31 86 58 
b. Descants 5 20 30 
c. Two-part songs 11 19 44 
d. Three-part songs 3 2 6 
Rote chants 33 78 65 
Aids to hesitant 
singers 34 69 70 
Attention to gifted 
singers 8 39 70 
201 
1 
19 
3 
7 
90 
164 
1 
21 
119 
107 
164 
22 
20 
63 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
10. 
TABLE XXVII 
FREQUENCY OF SINGING ACTIVITIES 
GRADES V-VI 
Activities 
Frequency 
4 3 2 
Tone matching 55 91 40 
Scale singing 110 79 18 
Rote singing 90 72 36 
s;nging with 
pl.ano ace. 11 38 67 
Singing with 
autoharp ace. 1 5 8 
Singing without 
ace. 151 34 11 
Singing in harmony 
a. Rounds 42 107 49 
b. Descants 8 28 61 
c. Two-part songs 43 57 41 
d. Three-part songs 9 16 30 
Rote chants 31 81 55 
Aids to hesitant 
singers 23 57 75 
Attention to gifted 
singers 8 41 81 
202 
1 
24 
5 
10 
87 
'I 
152 
13 
13 
87 
43 
138 , ·· 
20 
43 
61 
I 
12. 
13. 
14. 
15 . 
16. 
17. 
TABLE XXVIII 
FREQUENCY OF RHYTHMIC ACTIVITIES 
GRADES I-II 
Frequency 
Activities 
4 3 2 
Free bodily 
movement 61 78 30 
Marching, skipping, 
hopping 37 100 50 
Chanting words 30 67 46 
Folk dances 3 18 47 
Singing games 28 85 62 
Dramatizations 15 51 80 
203 
1 
18 
18 
44 
118 
26 
5 
12. 
~' ',: 13. 
14. 
15. 
16. 
~ 
l' 17. 
TABLE XXIX 
FREQUENCY OF RHYTHMIC ACTIVITIES 
GRADES III-IV 
Activities 
Frequency 
4 3 2 
Free bodily 
movement 33 56 43 
Marching, skipping, 
hopping 15 54 76 
Chanting words 20 64 58 
Folk dances 2 19 48 
Singing games 10 38 76 
Dramatizations 22 22 72 
204 
1 
45 
47 
46 
107 
60 
92 
12. 
13. 
14. 
15. 
,, 
16. 
17. 
TABLE XXX 
FREQUENCY OF RHYTHMIC ACTIVITIES 
GRADES V-VI 
Activities 
Frequency 
4 3 2 
Free bodily 
movement 15 41 61 
Marching, skipping, 
hopping 3 26 55 
Chanting words 12 62 62 
Folk dances 2 15 44 
Singing games 5 17 69 
Dramatizations 2 8 66 
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1 
61 
97 
47 
119 
92 
98 
19. 
20. 
21. 
22. 
23. 
TABLE XXXI 
FREQUENCIES OF LISTENING ACTIVITIES 
GRADES I-II 
Activities 
Frequency 
4 3 2 
Live performance 9 24 53 
Radio 2 6 5 
Television 2 45 27 
Records 19 106 68 
Listening to music 
a. to derive enjoyment 21 92 67 
b. to learn about form 2 21 37 
c. to distinguish mood 1 33 40 
d. to identify themes 2 13 39 
e. to identify instruments 2 26 68 
f. to distinguish rhythms 2 41 69 
g. to learn about lives 
and works of comp. 0 12 19 
h. to recognize national 
dances 0 5 24 
i. to learn chants and 
hymns 9 45 58 
j • to learn songs 38 74 44 
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1 
97 
163 
104 
17 
18 
104 
96 
112 
84 
66 
128 
135 
63 
38 
19 . 
20. 
21. 
22. 
23. 
TABLE XXXII 
FREQUENCY OF LISTENING ACTIVITIES 
GRADES III-IV 
Activities 
Frequency 
4 3 2 
Live performance 5 13 30 
Radio 3 3 18 
Television 2 42 31 
Records 14 96 65 
Listening to music 
a . to derive enjoyment 16 87 84 
b. to learn about form 5 47 75 
c. to distinguish mood 1 45 72 
d . to identify themes 2 42 69 
e. to identify instruments 5 40 85 
f. to distinguish rhythms 7 45 80 
g . to learn about lives 
and works of comp. 12 96 84 
h. to recognize national 
dances 0 18 54 
i . to learn chants and 
hymns 14 49 49 
j. to learn songs 29 55 50 
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1 
99 
128 
90 
12 
18 
53 
65 
67 
58 
55 
13 
101 
85 
63 
19. 
20. 
21. 
22 . 
23. 
TABLE XXXIII 
FREQUENCY OF LISTENING ACTIVITIES 
GRADES V-VI 
Activities 
Frequency 
4 3 2 
Live performance 3 13 57 
Radio 2 9 23 
Television 4 38 39 
Records 12 95 79 
Listening to music 
a. to derive enjoyment 10 82 93 
b. to learn about form 4 70 85 
c. to distinguish mood 2 55 84 
d. to identify themes 3 54 83 
c. to identify instruments 4 50 84 
f. to distinguish rhythms 6 64 85 
g. to learn about lives and 
works of comp • 6 96 88 
h. to recognize national 
dances 2 29 70 
i. to learn chants and 
hymns 13 56 61 
j . to learn songs 17 44 59 
208 
1 
103 
141 
11 
16 
16 
36 
46 
48 
53 
39 
14 
80 
72 
77 
25. 
26. 
27. 
28. 
TABLE XXXIV 
PIA YING RHYTHMIC, HARMONIC AND 
TONAL INSTRUMENTS 
GRADES I-II 
Activities 
Frequency 
4 3 2 
Tonal instruments 
a. Song bells 2 9 18 
b. Tonettes 0 2 5 
c. Flutophones 0 0 3 
d. Recorders 2 9 15 
Rhythm instruments 
a. Triangle 5 23 55 
b. Rhythm sticks 4 32 64 
c. Drums 3 18 31 
d. Castanets 2 16 26 
e. Tambourines 2 20 42 
Harmonic instruments 
a. Piano 19 24 36 
b. Auto harp 0 1 7 
c. Harmolin 0 3 3 
Rhythm band 1 22 46 
I 
209 
1 
163 
155 
151 
133 
94 
86 
130 
134 
113 
108 
162 
158 
111 
25. 
26. 
27 . 
28. 
TABLE XXXV 
PLAYING RHYTHMIC, HARMONIC AND 
TONAL INSTRUMENTS 
GRADES III-IV 
Activities 
Frequency 
4 3 2 
Tonal instruments 
a. Song bells 1 5 9 
b . Tonettes 1 2 1 
c. Flutophones 2 5 2 
d . Recorders 2 10 14 
Rhythm instruments 
a . Triangle 3 3 17 
b . Rhythm sticks 2 6 19 
c . Drums 2 3 14 
d. Castanets 2 2 10 
e . Tambourines 2 3 13 
Harmonic instruments 
a. Piano 14 30 51 
b. Auto harp 0 2 6 
c. Harmolin 0 0 1 
Rhythm band 1 5 16 
210 
1 
135 
142 
137 
121 
132 
117 
129 
131 
128 
102 
167 
165 
153 
25 . 
[; 
r 
26. 
J 
.. 
~·. ~; 
27. 
28 . 
·I 
' 
. ·~ 
TABLE XXXVI 
PlAYING RHYTHMIC, HARMONIC AND 
TONAL INSTRUMENTS 
GRADES V-VI 
Activities 
Frequency 
4 3 2 
Tonal instruments 
a. Song bells 0 6 14 
b. Tonettes 0 1 5 
c . Flutophones 1 1 0 
d. Recorders 1 11 11 
Rhythm instruments 
a. Triangle 0 4 9 
b . Rhythm sticks 0 6 12 
c • Drums 0 4 10 
d. Castanets 0 4 7 
e. Tambourines 1 3 8 
Harmonic instruments 
a. Piano 8 21 42 
b. Autoharp 2 4 4 
c . Harmolin 1 0 2 
Rhythm band 0 4 5 
211 
1 
151 
161 
166 
15 
167 
159 
162 
165 
158 
116 
167 
168 
163 
30. 
31. 
32. 
33. 
34. 
35. 
TABLE XXXVII 
FREQUENCY OF CREATIVE ACTIVITIES 
GRADES I-II 
Activities 
Frequency 
4 3 2 
Write a melody 2 7 13 
Write a poem 1 2 21 
Devise rhythmic 
accompaniments 1 10 21 
Make up new steps 
to dances 0 8 27 
Create new ways of 
singing songs 2 15 37 
Create suitable 
dramatizations 2 24 70 
212 
1 
155 
148 
140 
136 
120 
78 
~.·· 
~· 
: 
~···· 
TABLE XXXVIII 
FREQUENCY OF CREATIVE ACTIVITIES 
GRADES III-IV 
Frequency 
Activities 
4 3 2 
30. Write a melody 2 12 53 
31. Write a poem 1 3 53 
32. Devise rhythmic 
accompaniments 0 6 26 
33. Make up new steps 
to dances 1 3 27 
34. Create new ways of 
singing songs 1 7 37 
35 . Create suitable 
dramatizations 0 8 48 
213 
1 
108 
120 
135 
142 
128 
118 
30. 
31. 
32. 
33. 
34. 
35. 
TABLE XXXIX 
FREQUENCY OF CREATIVE ACTIVITIES 
GRADES V-VI 
Activities 
Frequency 
4 3 2 
Write a melody 0 10 62 
Write a poem 0 6 75 
Devise rhythmic 
accompaniments 1 1 27 
Make up new steps 
to dances 0 3 21 
Create new ways of 
singing songs 1 8 46 
Create suitable 
dramatizations 0 3 42 
214 
1 
96 
103 
150 
162 
132 
133 
r-
37. 
~~ 
38. 
~· 
rr 
~· 
~·. 
TABLE XL 
FREQUENCY OF MUSIC READING ACTIVITIES 
GRADES I-II 
Activities 
Frequency 
4 3 2 
Music reading 
readiness 38 82 30 
Note reading 
a . by syllables 58 81 27 
b. by numbers 26 43 40 
c . by letters 8 20 26 
215 
1 
20 
30 
74 
88 
I 
37. 
38. 
TABLE XLI 
FREQUENCY OF MUSIC READING ACTIVITIES 
GRADES III-IV 
Activities 
Frequency 
4 3 2 
Music reading 
readiness 80 75 21 
Note reading 
a. by syllables 118 82 10 
b. by numbers 47 68 37 
c. by letters 26 39 40 
216 
1 
9 
5 
43 
77 
37. 
38. 
TABLE XLII 
FREQUENCY OF MUSIC READING ACTIVITIES 
GRADES V-VI 
Activities 
Frequency 
4 3 2 
Music reading 
readiness 66 78 29 
Note reading 
a. by syllables 111 82 16 
b. by numbers 40 61 54 
c. by letters 24 52 50 
217 
1 
12 
7 
46 
65 
TABLE XLIII 
USE OF BASIC SERIES 
GRADES I-VI 
218 
Frequency 
Series 
40. Series 
a. The American Singer 
b. New Music Horizons 
c. Music For Living 
d. We Sing and Praise 
e. Together We Sing 
f. Music Hour 
g. To God Through 
Music 
h. A Singing School 
i. Music For Life 
41. Other Series Used 
42. Other supplementary 
series 
6 5 4 
65 61 71 
2 0 1 
0 0 1 
11 8 17 
0 0 0 
8 8 7 
6 8 6 
0 0 0 
18 11 15 
7 8 5 
59 68 76 
3 2 1 
54 45 87 
0 1 0 
0 0 1 
12 10 14 
0 0 0 
0 1 1 
7 7 6 
0 0 0 
12 15 25 
3 3 12 
79 94 123 
45. 
Factors 
TABLE XLIV 
APPEALING FACTORS OF BASIC SERIES 
GRADES I-VI 
Frequency 
I-II III-IV 
Factors 
a. Appearance 82 11 
b. Notation 75 119 
c. Quality of paper 49 64 
d. Illustrations 79 117 
e. Size of book 67 89 
f. Variety of songs 167 167 
g . Song explanations 60 86 
h. Explanations of terms 45 76 
i. Teacher's Manual 56 56 
219 
V-VI 
102 
107 
45 
101 
82 
166 
71 
76 
48 
43. 
44. 
TABLE XLV 
USE OF HYMN AND CHANT BOOKS 
GRADES I-VI 
Books 
Frequency 
6 5 4 3 
Hymn books 
a. Pius X Hymnal 25 21 16 12 
b. St. Gregory 15 17 15 10 
c. Prayer Cards 0 2 5 10 
d. St. Mary 2 1 1 1 
e. Sing to the Lord 35 24 28 17 
f. Other hymnals 28 22 18 14 
Chant books 
a. Standard Chant 74 64 63 9 
b. Kyriale 6 2 6 0 
c. Other chant books 5 11 6 0 
220 
2 1 
12 13 
8 0 
8 19 
0 0 
12 9 
8 6 
5 7 
0 0 
0 0 
46. 
Factors 
TABLE XLVI 
AUDIO-VISUAL EQUIPMENT AVAILABLE 
GRADES I-VI 
Frequency 
I-II III-IV 
Equipment 
a. Sound projector 82 80 
b. Screen 91 87 
c. Films 68 74 
d. Record player 170 188 
e. Tape recorder 72 76 
f. Records 177 183 
g. Piano 154 142 
h. Autoharp 15 15 
i. Song bells 49 32 
j. Xylophone 32 16 
k . Rhythm sticks 111 50 
1. Tone blocks 49 24 
m. Drums 68 34 
n. Tambourines 82 40 
o. Staff liner 173 173 
221 
V-VI 
104 
107 
74 
187 
85 
180 
147 
17 
32 
18 
36 
26 
31 
34 
174 
47. 
Factors 
TABLE XLVII 
FESTIVAL PARTICIPATION 
GRADES I-VI 
Frequency 
I-II III-IV 
Festival participation 
a. Particiation 15 20 
b. Non-Participation 48 52 
222 
V-VI 
23 
37 
Factors 
Vocal ability 
Attitude 
Husic reading 
Ability to hold part 
Tests 
TABLE XLVIII 
GRADING CRITERIA 
GRADES I-II 
5 4 
Frequency 
3 
223 
2 1 
26 11 24 2 1 
34 17 12 1 2 
9 15 25 10 2 
7 10 22 7 7 
2 1 13 11 23 
Factors 
Vocal ability 
Attitude 
Music reading 
Ability to hold part 
Tests 
TABLE XLIX 
GRADING CRITERIA 
GRADES III-IV 
5 
Frequency 
4 3 
224 
2 1 
21 51 90 17 3 
108 5 43 4 1 
49 85 54 5 0 
13 28 79 36 16 
6 16 66 57 32 
Factors 
Vocal ability 
Attitude 
Music reading 
Ability to hold part 
Tests 
TABLEL 
GRADING CRITERIA 
GRADES V-VI 
225 
Frequency 
5 4 3 
28 48 78 
99 45 37 
44 80 53 
13 42 8 
8 20 66 
2 1 
21 7 
4 0 
5 1 
27 5 
58 29 
APPENDIX B 
GEOGRAPHICAL AND NUMERICAL LIST OF SCHOOLS 
PARTICIPATING IN THE SURVEY 
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: GEOGRAPHICAL AND NUMERICAL LIST OF SCHOOLS 
PARTICIPATING IN THE SURVEY 
' ; 
. 
; 
.: 
Geographical Number of Geographical Number of 
area schools area schools 
Amesbury 2 Roxbury 6 ,· 
Andover 2 South Boston 6 ., 
' North 1 West Roxbury 2 ;. 
Arlington 2 Bradford 1 •i 
n 
Ayer 1 Braintree 1 .) 
;, 
Belmont 1 South 1 
Beverly 1 Brockton 4 
North 1 Brookline 2 
Farms 1 Cambridge 7 
Boston Proper 6 East 1 
Allston 1 North 1 
Brighton 3 Canton 1 
Charlestown 2 Chelsea 3 
Dorchester 10 Concord 1 
East Boston 6 Danvers 1 
Hyde Park 3 Dedham 1 
Jamaica Plain 6 Dracut 1 
Roslindale 1 Everett 4 
J 
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GEOGRAPHICAL AND NUMERICAL LIST OF SCHOOLS 
PARTICIPATING IN THE SURVEY (continued) 
Geographical Number of Geographical Number of 
area schools area schools 
Framingham 3 Melrose 1 
Franklin 1 Methuen 3 
Gloucester 2 Milton 3 
Groton 1 Natick 1 
Haverhill 2 Needham 2 
Hingham 1 Newburyport 1 
Hudson 2 Newton 4 
Ipswich 1 Centre 1 
Kingston 1 West 1 
Lawrence 9 Norwood 1 
Lexington 1 Peabody 3 
Lowell 13 Plainville 1 
Lynn 6 Plymouth 1 
West 1 Quincy 2 
Malden 3 West 1 
Marblehead 1 Wollaston 1 
Marlboro 3 Reading 1 
Medford 3 Readville 1 
229 
GEOGRAPHICAL AND NUMERICAL LIST OF SCHOOLS 
PARTICIPATING IN THE SURVEY (continued) 
Geographical Number of Geographical Number of 
area schools area schools 
Revere 1 Waltham 3 
Rockland 1 Watertown 4 
Salem 7 Waverley 2 
Sharon 1 Wellesley 2 
Somerville 7 Hills 1 
South Bellingham 1 Weymouth 
Stoneham 1 East 1 
Stoughton 1 South 2 
Swampscott 1 North 1 
Tewksbury 1 Winchester 3 
Tyngsboro 1 Winthrop 1 
Wakefield 1 Woburn 1 
APPENDIX C 
LIST OF TEACHING COMMUNITIES 
PARTICIPATING IN THE SURVEY 
LIST OF TEACHING COMMUNITIES PARTICIPATING 
IN THE SURVEY 
1. Bernardine Sisters, O.S.B. 
2. Brothers of the Sacred Heart 
3. Congregation of St. Joseph 
4. Daughters of Charity, St. Vincent De Paul 
5. Felician Sisters, Order of St . Francis, O.S.F. 
6. Franciscan Sisters of St. Joseph 
7. Grey Nuns of the Cross 
8. Grey Nuns of the Sacred Heart 
9. Missionary Franciscan Sisters of the Immaculate 
Conception 
10. Religious of Christian Education 
11. Religious of the Sacred Heart 
12. School Sisters of Notre Dame 
13. 
14. 
15. 
16. 
17. 
18. 
Sisters 
Sisters 
Sisters 
Sisters 
Sisters 
Sisters 
of Charity, Convent Station 
of Charity, Grey Nuns 
of Charity, Halifax 
of Charity, Nazareth 
of Divine Providence 
of Jesus Crucified 
231 
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19. Sisters of Mercy 
20. Sisters of Notre Dame De Namur 
21. Sisters of Providence 
22. Sisters of St. Anne 
23. Sisters of Ste. Chretianne 
24. Sisters of St. Dominic 
25. Sisters of St. Dominic, Caldwell, N.J. 
26. Sisters of St. Francis, Allegany, N.Y. 
27. Sisters of St. Francis, Glen Riddle, Pa. 
28. Sisters of St. Mary 
29. Sisters of the Assumption 
30. Sisters of the Hold Child Jesus 
31. Sisters of the Holy Union of the Sacred Hearts 
32. Sisters of the Presentation 
33. Sister Servants of the Immaculate Heart of Mary 
APPENDIX D 
LETTERS OF TRANSMITTAL 
1. Letter to Principal 
2. Letter to Classroom Teacher 
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A SURVEY AND EVALUATI ON OF MUSIC EDUC.t .. TION PRACTICES 
AND MATERI ALS IN Th.ci; .JSLEMENTARY SCHOOLS OF 
THE ARCHDIOCESE OF BObTON 
An Abstract of a Thes is 
Presented to 
t he Faculty of the School of Fine and Applied Arts 
Bos ton University 
I n Parti a l Ful f illment 
of the Requi rements fo r the Degree 
Master of Iliusic 
by 
Si ster Mary El sabeth Keane , C. S . J . 
August 1962 
A ~U:1V~Y AND .i.!.'VALUA'r i uN OF i1iUSIC EDUCATION P&LXTIC~S 
AND 1\ffiT.li!RIALS IN 1rHE ELEM.EN :I'A.RY SCHOOLS OF 
Tfu£ ARCnDIOCES..:. OF BOSTON 
Statement of the problem. It was the purpose of 
t his study (1) to analyze e lementary school music objectives 
and practices specifical ly recommended by leadin3 music 
educators , (2) to investi0ate current music education 
practices and materials used in the elementary schools of 
the Archdiocese of Boston, and (3) to evaluate these music 
practices i n their approxioation to the recommendations of 
authori tative writers in music education . 
Sources of data. The sources of data used in t his 
study included research into the professional writings of 
leadinz music educators, learned publications on music 
education, yearbooks and bul letins of music educ ~tion 
associations , as we ll as periodicals , manuals, guide books , 
and many unpublished uritings including I.!ast er's theses and 
Doctoral dissertations . For the collection of f~ctual 
data relat i ve to music pr~ctic P.s and materi~ls used in 
the e lementary schools of the .. _rchdiocese of Boston, the 
ques tionnaire technique was underta"';:en . -lUes tionnai re ::.. orras 
were distributed to 231 ele·nentary schools of the Boston 
Archdiocese . A letter ad1ressed to the principal of each 
school requested her to present one questionnai re to a 
teacher of gr ade one or t wo , one questionnaire to a 
teacher of grades three or four , and one quest ionnai re 
to a teacher of gr ades f ive or s i x . A total of 634 
classroom t eachers r ecei ved questionnaires . Two hundred 
twenty- t wo schools responded to the questi onnai re with a 
96 .1 per c ent response . Tabulated forms were improvi sed 
for r ecording t he cumulative data according t o the 
respective degree of frequency . 
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The findings and c onclusions . Tone matching , scal e 
sin~ing , rote singi ng , and singi ng without accompani ment 
were found to be frequent mus ic act ivities on a l l levels . 
Chant ing words was also a frequent activity . Attention was 
given t o both the gifted singer and the 11hesitant singer'1 • 
Experi ences in s i ngi ng songs \lith piano or autoharp ac-
compani ment were reported to be few . Rounds were sung wi th 
a good measure of f r equency . Fundamental rhythms , free 
bodily movements , singing games and dramat izations were 
discovered t o be frequent activit i es on the l ower levels , 
but decreased in frequency through the upper grades . Folk 
dancing was found to be rare l y experi enc ed . The use of t he 
r ecord player s howed a h i gh degree of frequency . Oppor-
tun i ties to l isten to live performance were not as frequent 
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as the literature sugges ted. In the area of ref lective 
listening , the emphasis was on a few listening activities 
rather than on the broad scope of many activities . Few 
experiences in playing tonal and rhythmic instruments were 
noted in the elementary school classrooms either for 
individual per formance or f or accompaniments . Creative 
activities were experienced very infrequently on t he 
e lementary school level. Survey statistics show a h i gh 
degree of frequency for music reading on all levels. 
Thus it is evident that areas which tend to receive 
recommended emphasis are mainly : rote singing , music 
reading , chanting words, and r hythmic activiti es in t he 
primary grades . On the other hand , those areas which show 
the need of inspiration, fresh emphasis, and gui dance seem 
to be creative activities, rhythmic ac t ivities particularly 
i n the upper gr ades , and the playing of tonal, r hythmic, 
and harmonic instr uments, especially the autoharp . 
Dear Sister: 
Gate of Heaven School 
609 East Fourth Street 
So . Boston, Massachusetts 
Your principal has been requested to give you this questionnaire 
to complete in order that a survey can be made of "Music EducatiC'n rractices 
and Materi als " in t he elementary school in the Archdiocese of Boston . The sur-
vey is being conpucted under the auspices of the School of Fine and Applied Arts 
of Boston University, in partial fulfillment of a Master's degree in Music . I 
shall deeply appr eciate your assistance in this survey. 
In each school, I am requesti ng three classroom teachers to repl y 
t o t he questionnaires . Pl ease respond for only the grade level which you teach; 
i.e . , one or two; three or four; five or six . 
I shall be grateful if you will kindly return the completed 
questionnair e form to your principal promptl y as I would like all completed forms 
returned ~e~ore February 11 , 1961 . 
Thank you, Sister s, for your enthusiastic cooperation . 
Sincerely in Christ , 
/ r ' ~ _( "J ' ~- /It /Vt //_1- (!:l..t<L/!ei A. 
I 
Sister Mary Elsabeth, C.S. J . 
APPENDIX E 
THE QUESTIONNAIRE 
A SURVEY TO IE'rERMINE 
MUSIC EDUCATION PRACTICES AND MATERIALS 
Classroom Teacher's Name 
IN SELECTED ELEMENTARY SCHOOLS OF 
THE ARCHDIOCESE OF BOSTON 
by 
Sister Mary Elsabet h Keane 
Graduate Student 
Boston University, S.F.A.A. 
GENERAL INFORMATION 
----------------------------------------------------
Name e~f School 
-------------------------------------------------------------
City or Town ---------- ----
Grade Boys 
Full-time music teacher on scho~l faculty? 
Visi ts of music teacher. Bi-weekly __ 
Bi-monthly __ 
State 
Girls 
Yes No 
vleekly --
Less often 
Have you ever studied a musical instrument? Yes No _____ 
Total 
Name the instrument or instruments ~nd the number of years each was studied . 
List the College Courses you have taken in Music and riusic Education . State the 
number of credits received in each . 
Course Name Credits 
Do you have access to a piano in teaching music? Yes No ___ ___ 
ijave you ever attended a Music Workshop? Yes No ____ _ 
If ~' state number attended. 
In which area of the music curriculum would you welcome additional help? 
Please check . 
Singing _ _ Rhythm ___ _ Listening _ Creative Activities 
·. 
INSTRUCTIONS 
Under the major phases of the elementary music education program are 
listed a number of musical activities which m~ or may not be engaged in by the 
classroom teacher, with varying degrees of frequency. Using the column at the 
right of ·~ach item, kindly encircle the number which most nearly approximates 
your use of the specific item. Since you are asked to indicate for only one 
grade level, select the cclumn appropriate to your grade area. 
The rating scale is as follows: 
4 oceurs daily 
J - occurs weekly 
2 - - - - occurs rarely 
1 - never occurs 
Please indicate any additional information in the spaces provided 
at the end of each area. 
EXAMPLE: 
GRADES 
Scale singing . . . . . . . . . . . . . . 
1-2 
4 J 2 1 
J-4 
4131 2 1 
' 
5-6 
4 J 2 1 
The above indicates that a third or fourth grade teacher engages in 
scale singing at least once a week. 
GRADES 1-2 3-4 5-6 
Singing activities 
1. Tone matching 4 3 2 1 4 3 2 1 4 3 2 1 
2. Scale singing 4 3 2 1 4 3 2 1 4 3 2 1 
3· Rote singing 4 3 2 1 4 3 2 1 4 3 2 1 
4. Singing with piano 
accompaniment 4 3 2 1 4 3 2 1 4 3 2 1 
5- Singing with autoharp 
accompaniment 4 3 2 1 4 3 2 1 4 3 2 1 
6. Singing without 
accompaniment 4 3 2 1 4 3 2 1 4 3 2 1 
7. Singing in harmony 
a. Rounds 4 3 2 1 4 3 2 1 4 3 2 1 
b. Des<' ants 4 3 2 1 4 3 2 1 4 3 2 1 
c. Two,.;part songs 4 3 2 1 4 3 2 1 4 3 2 1 
d. Three-part songs 4 3 2 1 4 3 2 1 4 3 2 1 
8 . Rote chants 4 3 2 1 4 3 2 1 4 3 2 1 
9. Aids to hesitant singers 4 3 2 1 4 3 2 1 4 3 2 1 
10. Attention to gifted singers 4 3 2 1 4 3 2 1 4 3 2 1 
11. Other singing activi t~.es 
a. 4 3 2 1 4 3 2 1 4 3 2 1 
--- --
b. 4 3 2 1 4 3 2 1 4 3 2 1 
c. 4 3 2 1 4 3 2 1 4 3 2 1 
d. 4 3 2 1 4 3 2 1 4 3 2 1 
Rhythmic activities 
12. Free bodily movement 4 3 2 f 4 3 2 1 4 3 2 1 
13. Marching, skipping, hopping 4 3 2 1 4 3 2 1 4 3 2 1 
14. Chanting words 4 3 2 1 4 3 2 1 4 3 2 1 
15. Folk dances 4 3 2 1 4 3 2 1 4 3 2 1 
16. Singing games 4 3 2 1 4 3 2 1 4 3 2 1 
17. Dramatizations 4 3 2 1 4 3 2 1 4 3 2 1 
18. Other rhythmic activities 
a . 4 3 2 1 4 3 2 1 4 3 2 1 
b. 4 3 2 1 4 3 2 1 4 3 2 1 
c. 4 3 2 1 4 3 2 1 4 3 2 1 
d. 4 3 2 1 4 3 2 1 4 3 2 1 
QR.\DES 1-2 J-4 5-6 
Listening activities 
19. Live performance 4 3 2 1 4 J 2 1 4 J 2 1 
20. Radio 4 3 2 1 4 J 2 1 4 J 2 1 
21. Television 4 J 2 1 4 J 2 1 4 J 2 1 
22. Records 4 J 2 1 4 J 2 1 4 J 2 1 
2J. Listening to music 
a . to derive enjoyment 4 J 2 1 4 J 2 1 4 J 2 1 
b. to learn about form 4 J 2 1 4 J 2 1 4 3 2 1 
c . to distinguish mood 4 J 2 1 4 J 2 1 4 J 2 1 
d . to identif.y themes 4 J 2 1 4 J 2 1 4 J 2 1 
e. to identify instruments 4 J 2 1 4 J 2 1 4 J 2 1 
f . to distinguish rhythms 4 3 2 1 4 J 2 1 4 J 2 1 
g. to learn about lives and 
works of composers 4 J 2 1 4 3 2 1 4 3 2 1 
h. to recognize national dances 4 3 2 1 4 J 2 1 4 3 2 1 
i . to learn chants and hymns 4 J 2 1 4 J 2 1 4 J 2 1 
j. to learn songs 4 J 2 1 4 J 2 1 4 3 2 1 
24. Other listening activities 
a. 4 J 2 1 4 J 2 1 4 J 2 1 
b. 4 J 2 1 4 J 2 1 4 J 2 1 
c. 4 J 2 1 4 J 2 1 4 J 2 1 
----
d. 4 J 2 1 4 J 2 1 4 J 2 1 
----
Playing instrumen~ 
25. Tonal instruments 
a. Song bells 4 J 2 1 4 J 2 1 4 J 2 1 
b. Tonettes 4 J 2 1 4 J 2 1 4 J 2 1 
c. Flutophones 4 J 2 1 4 J 2 1 4 J 2 1 
d. Recorders 4 J 2 1 4 J 2 1 4 J 2 1 
26. Rhythm instruments 
a . Triangle 4 J 2 1 4 J 2 1 4 J 2 1 
b. Rhythm sticks 4 J 2 1 4 J 2 1 4 J 2 1 
c. Drums 4 3 2 1 4 J 2 1 4 J 2 1 
d. Castanets 4 J 2 1 4 J 2 1 4 J 2 1 
e . Tambourines 4 J 2 1 4 J 2 1 4 J 2 1 
....... 
GRADES 1-2 J-4 .5-6 
27. Harmonic instruments 
a. Piano 4 J 2 1 4 J 2 1 4 J 2 1 
b. Auto harp 4 J 2 1 4 J 2 1 4 J 2 1 
c. Harmolin 4 J 2 1 4 J 2 1 4 J 2 1 
28. Rhythm band 4 J 2 1 4 J 2 1 4 3 2 1 
29. Other rhythmic activities 
a. 4 J 2 1 4 J 2 1 4 3 2 1 
b. 4 3 2 1 4 3 2 1 4 3 2 1 
c. 4 3 2 1 4 3 2 1 4 3 2 1 
d. 4 3 2 1 4 3 2 1 4 3 2 1 
Creative activities 
30. Write a melody 4 3 2 1 4 J 2 1 4 3 2 1 
Jl. Write a poem 4 3 2 1 4 3 2 1 4 J 2 1 
32. Devise rhythmic 
accompaniments 4 3 2 1 4 J 2 1 4 J 2 1 
33· Make up new steps to dances 4 3 2 1 4 J 2 1 4 J 2 1 
)4. Create new ways of 
singing songs 4 3 2 1 4 3 2 1 4 J 2 1 
3.5. Create suitable dramatizations 4 J 2 1 4 J 2 1 4 J 2 1 
36. Other creative activities 
a. 4 J 2 1 4 3 2 1 4 J 2 1 
b. 4 J 2 1 4 3 2 1 4 J 2 1 
c. 4 J 2 1 4 3 2 1 4 3 2 1 
d. 4 J 2 1 4 J 2 1 4 3 2 1 
Muaic reading 
J7. Music reading readiness 4 3 2 1 4 3 2 1 4 3 2 1 
38. Note reading 
a. by syllables 4 3 2 1 4 J 2 1 4 3 2 1 
b. by numbers 4 J 2 1 4 J 2 1 4 J 2 1 
c. by letters 4 J 2 1 4 J 2 1 4 3 2 1 
GRAIES 1-2 J-4 5-6 
• 
- · )9. Other music reading activities 
a. 4 3 2 1 4 3 2 1 4 3 2 1 
b. 4 3 2 1 4 3 2 1 4 3 2 1 
c. 4 3 2 1 4) 2 1 4 3 2 1 
d. 4 3 2 1 4 3 2 1 4 3 2 1 
Materials 
40. Kindly encircle the grade in which you use the following series: 
a. American Book Company 
~ American Singer 6 5 4 3 2 1 
b. Silver Burdett Company 
New Music Horizons 6 5 4 3 2 1 
c. Silver Burdett Company 
~ For Living 654321 
d. Ginn and Company 
We Sing and Praise 6 5 4 3 2 1 
e. Follette Publishing Company 
Together We Sing 6 5 4 ) 2 1 
f. Ginn and Company 
Music !_!ou~ 6 5 4 3 2 1 
g. Gregorian Institute 
To God Through Music 6 5 4 3 2 1 
h. Summy-Birchard 
! Singing School 6 5 4 3 2 1 
i. McLaughlin Reilly 
~ill~ 6 5 4 3 2 1 
41. Other music series used 
a. 6 5 4 3 2 1 
b. 654321 
42. Any supplementary series 
a. 6 5 4 3 2 1 
b. 6 5 4 3 2 1 
4). Hymn books used 
a. 
b. 
44. Chant book in use 
a . 
b. 
45. Kindly check the f actors that make your music series appealing: 
a. Appearance f. Variety of songs 
b. Notation g. Song explanations 
-
c. Quality of paper h. Explanations of terms 
d. Illustrations i. Teacher's Manual 
e. Size of book j. Other qualities 
46. Kindly place a check beside the following audio-visual equipment available 
to your class: 
a. Sound projector i. Song bells 
b. Screen j. Xylophone 
-
c. Films k. Rhythm sticks 
d. Record player 1. Tone blocks 
e. Tape recorder m. Drums 
f. Records n. Trunbourines 
-
g. Piano o. Staff liner 
h. Autoharp 
-
47. Does your school participate in music festivals? Yes No 
- -
48. In grading pupils in music, what importance do you attach to the criteria 
suggested below? Please indicate by encircling the appropriate number 
according to the following scale: 
5 
4 -
3 -
2 
1 
greatest importance 
great importance 
important 
slightly important 
of no importance 
Attitude Music reading __ CRI\'Elli: Vocal ability __ 
Ability to hold part __ Tests_ 
